Two of the paintings by Ron Embleton tor the end titles of Captain Scarlet And The Mysterons that will be auctioned at Christie's in July (see page 6) 
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The late Stanley Unwin's retelling of 
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A special feature on the life and 
work of the late TV Century 27 strip 
artist, best-known for his work on 
The Daleks. 


Carol in his own inimitable style. 


4 FRBREUIEW 


Russell scrutinises the Space:1999 
Year Two DVD Box Set and the 
French Thunderbirds DVD Box Set. 


(FABMail will return next issue.) 


We've had a few letters recently from members asking after our long-awaited new 
documentary programme, The Supermarionation Story, which is a sort of prequel to our 
earlier documentaries about the making of UFO and Space:1999. Is anything still happening 
with it? Has the whole thing been cancelled? Why is it taking so long to make and when will i 
be available? The first two are easy enough to answer: yes and no respectively. The third is a 
bit more complicated to explain but it mainly has to do with our desire to fund the entire project 
ourselves (the previous two documentaries were financed by the producers in the hope that 
they would recover most of their costs via sales of the videos). The Supermarionation Story 
is a major undertaking, intended to chart the making of not just one Gerry Anderson television 
series but seven as well as two feature films, so the scope is much wider than on the previous 
programmes and involves contributions by a much larger number of people. Unfortunately, 
Fanderson doesn't have the funds to pay for the entire production in one lump sum, so filming 
has proceeded over a period of time in such a way that we have been able to spread the costs 
of hiring cameras, lights, sound equipment and so on while building up the capital that will pay 
for all the post-production work. 

Filming actually began on June 23rd, 1998 (our first interview subject was Stanley Unwin 
who sadly died at the start of this year) and over the last three and a half years we have filmed 
interviews with nineteen other members of the Supermarionation casts and crews: Gerry 
Anderson, Bob Bell, John Brown, Wanda Brown (formerly Wanda Webb), Terry Curtis, David 
Elliott, Christine Glanville, Graydon Gould, David Graham, David Lane, Harry Oakes, Alan 
Pattillo, John Read, Sir Cliff Richard, Shane Rimmer, Judith Shut, Ken Turner, Mary Turner and 
Keith Wilson. Further interviews with Brian Johnson, Alan Perry and Mike Trim will be 
completed within the next few months and, at long last, the end may be in sight. Work on the 
first rough edit is going on at the moment and everyone is hopeful that the first part of the 
programme will be finished before Christmas. 

Originally, when we began planning the programme, it had been our intention to release 
The Supermarionation Story on video cassette, but in the intervening period, the startling 
growth of DVD as the preferred home video format has meant that the programme will now be 
released straight onto DVD. This will present the opportunity to supplement the programme 
with additional material in a way that we never even imagined would be possible when the 
project began, so the extended production period has been to the benefit of the finished 
product in all sorts of ways. It's been a long wait for everyone, but we think that your patience 
will be well rewarded. Chris Bentley - Editor 


COMING SOON IN FAB! 
Exclusive new interviews with UFO stars GEORGE SEWELL (Colonel Alec Freeman). 


ANTONIA ELLIS (Lt. Joan Harrington) and JEREMY WILKIN (Lt. Gordon Maxwell), 
Thunderbirds voice artist SHANE RIMMER, monster-maker ROGER DICKEN 
and TONY ATKINS, lead guitarist of The Spectrum! 


FABNELS 


Dateline: March 2102 


NEW GERRY ANDERSON SEES 
NOW In PRODUCTION! 


Anderson Entertainment have announced that they are currently 
working on a brand new 26-part half-hour animated series for 
Japanese television which commenced production on three 
continents in February. Firestorm was created for two Japanese 
companies, Pans/ISS, by Gerry Anderson and his business partner 
John Needham with characters designed by former Look-in and 
Thunderbirds - The Comic artist Steve Kyte and hardware designed by 
Steven Begg, visual effects supervisor on Terrahawks, Space 
Precinct and the Tomb Raider (2001) feature film. The series will 
combine 2D computer-generated cel-style animation (for the 
characters) being produced in Tokyo, Japan with 3D CGI animation 
(for the hardware) produced in Santa Monica, USA. 

Firestorm follows the adventures of Storm Force 9, a squad of 
five marines specially formed by the United Nations to combat a covert 
group of extraterrestrial infiltrators named Black Orchid. Disguised as 
humans and operating from secret bases all over the world, Black 


+ flew Gerry Anderson Series in Production 

+ Captain Scarlet End Titles Paintings up for Auction 

+ Region 2 DUD Releases for UFO and The Protectors 

* flew Space:1999 fovels Published in US 

* Obituaries: Alan Fennell § Stanley Unwin 

+ More Guests Confirmed to Attend “Stand By For Action’ Convention 


Above: Ocean Storm, submarine headquarters of Storm Force 9, 
designed by Steven Begg for Gerry Anderson's Firestorm. 
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Orchid's mission is to weaken Earth's defences and destroy Storm 
Force 9, preparing the way for an alien invasion fleet which is en route 
from their home planet. Based aboard Ocean Storm, their submarine 
headquarters, Storm Force 9 can call upon a wealth of fantastic 
vehicles and hardware in their struggle against Black Orchid, including 
the massive Tornado aircraft which carries two on-board fighter planes 
and is housed on top of the Ocean Storm submarine. 

The series is being co-ordinated by Gerry and John Needham 
from Anderson Entertainment's new offices at Pinewood Studios using 
a revolutionary digital interface which connects them to the two other 
production studios. Gerry told FAB, “As you can imagine with a series 
being made on three different continents with three different time 
zones, at this stage we can't Possibly say that it's easy, but what we 
can say is that it's different." Firestorm is due to air in Japan in 
October but there is no indication at present if it will be seen 
elsewhere. “Obviously, we would all like it to go to other countries,” 
says Gerry, “but it is primarily being made for Japanese television 

Additional details about the series will be revealed in due course, 


Above: The main characters designed by Steve Kyte for Gerry 
Anderson's Firestorm: (left to right) Storm Force 9 leader Sam Scott, 
Operative Haruyo Naka, and the villainous Carlo Morelli. 


As Gerry explains, “This information is very limited at the moment, by 
design, because we have to contact our Japanese friends at a later 
date to ask if we can supply further information, but Fanderson are 
getting this information before anyone else,” 

Anderson Entertainment are also in negotiation with a Japanese 
company to produce Eternity, a 26-episode CGI animated series, but 
plans for a new series of Captain Scarlet And The Mysterons made 
in CGI have run into difficulties. Gerry told FAB, “Despite the fact that 


we have been negotiating with Carlton for three years now, and 
despite the fact that we very, very nearly reached an agreement just 
before Christmas 2001, once again the project has got bogged down 
despite all my efforts. However, |'m determined to get this thing going 
and | hope it won't be too long before we shall see a new series of 
Captain Scarlet And The Mysterons on our screens.” 

What Made Thunderbirds Go!, a revised and expanded edition of 
Gerry Anderson's biography written by Marcus Hearn and Simon 
Archer, will be published in hardback by BBC Books on April 18th. 


Below: Storm Force 9's Thunderbolt fighter aircraft, designed by Steven 
Begg for Gerry Anderson's Firestorm. 


CAPTAIN SCARLET END TITLES 
PAINTINGS UP FOR AUCTION 


The ten specially-commissioned illustrations painted by TV Century 21 
comic strip artist Ron Embleton for the end titles of Captain Scarlet 
And The Mysterons will be auctioned at Christie's, Brompton Road, 
London on Thursday, July 11th as part of the annual ‘TV Generation’ 
auction. The ten spectacular paintings have been in the possession of 
Captain Scarlet producer Reg Hill for the last 35 years, stored in a 
cupboard away from sunlight so that the colours remain as startlingly 
vibrant and sharp as they did back in 1967. All but one of the paintings 
retains an acetate overlay indicating the framing of each image in two 
positions on the rostrum camera for use on the Captain Scarlet end 
titles. The paintings will be auctioned as ten separate lots with a 
Starting price of £1000 each. 

Also up for sale at the auction will be a unique hand-made 
brochure created by Reg Hill and Derek Meddings to sell the concept 
of the series that became Fireball XLS to financier Lew Grade. Under 
the series’ working title of ‘Century 21', the brochure details two 
alternative series formats with synopses of a proposed initial episode 
for each: while the first very closely resembles the Fireball XL5 series 
that was ultimately produced, the second series idea is quite radically 
different, a mixture of live-action and Supermarionation featuring a 
young boy named Little Joe and the imaginary space adventures of 
his adult counterpart Joe Ninety aboard S.PV. (Space Patrol Vehicle) 
Century 21. 

The lots of items trom the collection of Reg Hill will include a 
number of rare photographs from The Adventures Of Twizzle through 


Above: One of the ten paintings by Ron Embleton created for the end 
titles of Captain Scarlet And The Mysterons. 


to Joe 90, several editions of TV World magazine featuring the 
Anderson series, newspaper clippings, a number of unplayed Century 
21 Mini-Albums in pristine condition, and a preview record of ‘Avenues 
and Alleyways’, the theme for The Protectors performed by Tony 
Christie. Fanderson has been working closely with Christie’s to 
catalogue the items for sale at the auction which, in addition to the 
Anderson material, will also feature a variety of other television-related 
toys and memorabilia. 


Below: Pre-production design by Derek Meddings from the ‘Century 21° 
presentation brochure. 


ALAN FENINELL 
1936-2001 


Scriptwriter Alan Fennell, who died in December, aged 65, was 
best-known as the author of 16 episodes of Fireball XL5, 24 
episodes of Stingray and 10 episodes of Thunderbirds, including 
Terror In New York City, Pit Of Peril, Sun Probe, 30 Minutes After 
Noon, City Of Fire, The Man From MI.5 and Atlantic Inferno. 

Born on December 10th, 1936, Fennell began his writing 
career scripting comic strips for the Fifties publications Radio Fun 
and TV Fun. In the early 1960s, he joined the staff of TV Comic as 
assistant editor and one of his responsibilities was securing 
licenses to publish strips based on popular children’s television 
shows. His first acquisition for the comic was Gerry Anderson's 
western puppet series Four Feather Falls, and Fennell's 
subsequent work on the TV Comic strip was his first induction into 
the Anderson world. 

Periodically, Fennell would visit the AP Films Studios in 
Slough to discuss the scripts of the comic strips with Anderson, 
and during one of these meetings, Anderson unveiled his latest 
project Supercar. Fennell negotiated a deal for TV Comic to print 
a strip version of the series, and as a result of his work on the 
Supercar strip, Fennell was invited to write a script for the 
television series. The script was never used as production had 
already started on Fireball XLS, but it was good enough to secure 
Fennell a contract to write for the new show and by the time 
production began on Stingray, Fennell had left his job at TV Comic 
and was working full time for the company. 

To coincide with the launch of Stingray on British television, 
AP Films Merchandising director Keith Shackleton decided to 
publish a new Gerry Anderson comic, TV Century 21, and with his 
comics background, Fennell was the natural choice for editor. 
While he continued to contribute television scripts to 
Thunderbirds, Fennell was also writing strip stories for the comic, 
scripting both the Fireball XL5 and Stingray strips for the comic's 
first year, and then an uninterrupted run of the Thunderbirds strip 
for the second year. He became managing director of Century 21 
Publishing and supervised the production of a range of hardback 
annuals based on the various Anderson series, writing many of the 
articles and stories himself. 

In 1969, he left Century 21 Publishing to return to freelance 
writing, contributing the scripts for the UFO episodes E.S.P. and 
Sub-Smash. Late in 1970, he was hired by Independent Television 
Publications to edit a new TV-based children's magazine, originally 


to be titled Magpie (after the Thames Television children's series) 
but launched in January 1971 as Look-in, Here, Fennell 
commissioned strips and articles based around the ITV network's 
Children’s television series, such as ATV's Timeslip, Southern 
Television's Freewheelers, LWT's Catweazle and, later, Thames’s 
The Tomorrow People. Fennell contributed to both the Timeslip 
and Freewheelers strips, and also wrote a four-part Freewheelers 
text story which led to a commission for a pair of Freewheelers 
novels for Piccolo Books, The Sign of the Beaver and The Spy 
Game. 

Fennell edited Look-in until February 1974 and then joined 
World Distributors to produce their range of hardback annuals. In 
the late Seventies, he set up his own publishing firm which he ran 
for twelve years before becoming a consultant and editorial 
director for Argos Press. He returned to his Anderson roots in 1991 
when he was invited by Fleetway Publications to edit their new 
Thunderbirds - the Comic bi-weekly to coincide with the BBC's first 
network screening of Thunderbirds. The comic was a massive 
success with a circulation that peaked at 130,000 in its first year 
and led to additional comics also edited by Fennell: Stingray - the 
Comic, Captain Scarlet and the Mysterons and Joe 90. Establishing 
@ new company, Leaf Publishing, Fennell continued to publish an 
Anderson-based comic, Thunderbirds Are Go, after Fleetway 
cancelled their Thunderbirds comic (by now retitled The New 
Thunderbirds) in March 1995, but this too folded after only eight 
issues. 

More recently, Alan Fennell had been involved in a variety of 
freelance writing and publishing projects, including new 
Thunderbirds and Captain Scarlet Collector's Edition anthology 
comics magazines for The Redan Company (reprinting strips from 
TV Century 21 and the Fleetway comics). He was looking forward 
to his retirement at the end of 2001 but died on December 10th 
after losing a battle against cancer. 


STANLEY UNWIN 
1911-2002 


Stanley Unwin, who died in January, aged 90, was one of Britain's 
best-loved broadcasters and entertainers and the star of the 1969 
Gerry Anderson Supermarionation series The Secret Service. For 
More than half a century, Unwin entertained radio and television 
audiences with his own gobble-de-gook language, ‘Unwin-ese’, 
which substituted similar-sounding nonsense words for regular 
English to create a form of gibberish that had its own internal logic. 
He had the distinction of being the only performer to portray a 
Supermarionation puppet character modelled on himself when, as 
Father Unwin in The Secret Service, he took the starring role as 
voice artist for the puppet and also appeared as the character in 
person for live-action sequences. 

Born in Pretoria, South Africa in 1911, Unwin trained at 
nautical school and obtained a first class GPO Wireless Operator's 
Certificate. After a spell at sea as a deck hand, he joined the 
wireless manufacturing firm Peto Scott in London, but got the sack 
for accidentally blowing up his boss. For three years, he worked at 
acompany that built echo sounding gear, before joining the Plessy 
Company at Iiford where he designed and built test gear for the 
electronics industry. 

In March 1940, he was hired by the BBC as an electronics 
maintenance engineer and four years later, he was invited to join 
the War Reporting Unit at Portsmouth, where he recorded the D- 
Day dispatches of the War Correspondents with the Normandy 
Landings. In March 1944, he was sent to join the US Third Army in 
France and was then posted with the British 8th Army in Italy 


before finally covering the Peace Conference in Paris in 1946. 
Returning home, he took a mobile recording engineer's job in the 
Midlands which involved him in a variety of work including the first 
Down Your Way programme with Richard Dimbleby. As an ex-war 
reporter, Unwin was also selected to cover the 1947 Royal Tour of 
South Africa. 


Over the next few years, he developed a second career as a 
broadcaster, using the Unwinese language that he had developed 
to entertain his children, but he was reluctant to leave his job as a 
sound engineer until he was hired to appear in a TV commercial 
for beer and found that his salary for the work was equal to several 
years’ pay in his day job. He made regular radio and television 
appearances in programmes such as Saturday Night On The 
Light, Beyond Our Ken, Does The Team Think?, Showtime and 
Early To Braden, before going on to appear in a number of feature 
films including Fun At St Fanny's (1956), Further Up The Creek 
(1958), Inn For Trouble (1960), Hair Of The Dog (1961), Carry On 
Regardless (1961), Press For Time (1966) and the Eon 
production of Chitty Chitty Bang Bang (1968). 

It was while he was completing dubbing work on the latter at 
Pinewood Studios that he was introduced to Gerry Anderson and 
invited to become the star of the final Supermarionation television 
series, The Secret Service, The series was written and developed 
specifically to showcase Unwin's talents and featured him as 
Father Stanley Unwin, undercover operative for British Intelligence 
Service Headquarters Operation Priest (BISHOP). For the series, 
Unwin wrote all the Unwinese dialogue himself, translating the 
scripted dialogue into lines such as “Ah, yes, writey scribbly in your 
bookery, all uttery words speed of your penceload must defeat my 
eyebold.” 

Stanley Unwin had continued to make radio and television 
appearances over the last thirty years and regularly provided 
voice-overs for commercials. He was also in great demand as an 
after-dinner speaker. In 1998, he filmed an interview for 
Fanderson’s forthcoming The Supermarionation Story 
documentary, but was forced to cancel an appearance at the 
club's Century 21 convention in October 2000 when he was 
diagnosed with an inoperable aneurysm. He died peacefully on 
Saturday, January 12th at the Dantre Hospital in Daventry. 


DIGITALLY REMASTERED 


REGION 2 DUD RELEASES 
FOR UFO AND THE PROTECTORS 


The first of two Collector's Edition box sets (shown above) featuring all 
26 episodes of the 1969 live-action Gerry Anderson series UFO was 
scheduled to be released by Carlton Visual Entertainment (formerly 
Carlton Video) on March 18th. Each set contains four discs featuring 
13 digitally remastered episodes, with three episodes on each disc 
apart from the first and last discs which will hold four episodes each. 
The second box set will be released on June 10th. 

Unlike the previous Anderson series DVD box sets from Carlton, 
the UFO releases feature the four discs contained in a digipack similar 
to the recent Fox Die Hard/Die Hard 2 four disc Region 2 Special 
Edition. However, each UFO volume will also be available individually, 
packaged in regular single DVD cases. Individual Volumes 1 and 2 
(below) will also be released on March 18th with the subsequent 
volumes to follow on May 13th (Volumes 3 and 4), June 10th (Volumes 
5 and 6) and August 12th (Volumes 7 and 8). The episodes featured 


on the first four volumes are as follows: 


UFO Volume 1 UFO Volume 2 
Identified Survival 
Computer Affair Conflict 
Flight Path The Dalotek Affair 
Exposed 

UFO Volume 3 UFO Volume 4 
A Question Of Priorities The Square Triangle 
Ordeal Court Martial 
The Responsibility Seat Close Up 


Fanderson has been assisting Carlton Visual Entertainment with 
the preparation of special features for the UFO discs which will include 
galleries of previously unseen publicity photos, over 100 previously 
unseen behind the scenes photos, deleted scenes galleries, 
merchandise galleries, cast and character biographies, and dossiers 
with details of the SHADO organisation, its vehicles and the Aliens. 
The first box set also includes a number of previously unseen 
extended scenes from Identified and Exposed. Gerry Anderson has 
recorded a director's commentary for Identified and Ed Bishop has 
recorded a commentary for Sub-Smash. 

April sees the world premiere DVD release of Gerry Anderson's 
only contemporary thriller series, The Protectors. Starring Robert 
Vaughn, Nyree Dawn Porter and Tony Anholt, 52 episodes of The 
Protectors were made in two seasons between 1971 and 1973, and 
proved to be a tea-time hit with audiences both in the UK and the US. 
Littered with quest appearances by actors such as John Thaw, David 
Suchet, Jeremy Brett, Patrick Troughton, Peter Bowles, Derren Nesbitt, 
Patrick Mower, Douglas Wilmer, Stephanie Beacham, Kate O'Mara and 
Eartha Kitt, the series also features guest appearances by actors 
familiar to Anderson fans from their work on other Anderson 
productions including Ed Bishop, Shane Rimmer, lan Hendry, Viadek 
Sheybal, Prentis Hancock, Jeremy Wilkin and Cyril Shaps. 

All 52 episodes will be spread across a set of seven DVDs (eight 
episodes per disc on the first six discs with the last four episodes on 
the final, cheaper-priced disc). DVD Volumes 1 and 2 of The 
Protectors will be released on April 15th, Volumes 3 and 4 on July 9th, 
Volumes 5 and 6 on October 7th and the final volume early in 2003. 
VHS volumes will also be released on the same dates. Although the 
episodes were filmed in 16mm (as opposed to the better quality 35mm 
used for Anderson's other ITC-backed series), digital remastering has 
significantly improved the picture and sound for the DVD release. 

Fanderson is again assisting Carlton Visual Entertainment with 
the preparation of special features for the The Protectors discs which 
will include galleries of previously unseen publicity photos and behind 
the scenes photos, merchandise and publicity galleries, and cast and 
character biographies. The episodes featured on the first two volumes 
will be as follows: 


The Protectors Volume 1 The Protectors Volume 2 


2000ft To Die One And One Makes One 
Brother Hood See No Evil 

Disappearing Trick Balance Of Terror 

Your Witness King Con 

The Quick Brown Fox The Big Hit 

The Numbers Game Thinkback 

Triple Cross The First Circle 

A Kind Of Wild Justice Chase 


Joe 90 will make his DVD debut on September 9th with a DVD 
box set release of all 30 episodes (five discs featuring six episodes per 
disc). The 30 episodes have been digitally remastered from the 
original 35mm master elements, and Fanderson is currently in 
discussion with Carlton Visual Entertainment about the contents of the 
special features for the discs, 


FABNEWS continues on page 50 


THE FAB INTERVIEW _ 


Surrey-born Brian Johnson had early 
ambitions to become a pilot, but he 
was advised against it on medical 
grounds. Instead he found work as 
a camera assistant with visual 
effects designers Les Bowie and 
Derek Meddings at Anglo-Scottish 
Pictures and this led to a career in 
visual effects when Meddings 
invited Johnson to join him at A.P. 
Films as his assistant on Supercar. 
He subsequently worked on Fireball 
XL5, Stingray and Thunderbirds 
before leaving the studio for a film 
career working on special effects 
for 2001: A Space Odyssey (1968), 
When Dinosaurs Ruled The Earth 
(1969) and Taste The Blood Of 
Dracula (1970). 

In 1971, Johnson briefly 
returned to the Anderson fold to 
contribute physical effects to The 
Protectors and went on to do the 
same for the LWT police series New 
Scotland Yard before landing the job 
of effects supervisor on The 
Tamarind Seed (1973). He then became Special Effects 
Designer and Director on Space:1999, and worked in the same 
capacity on Anderson's The Day After Tomorrow pilot episode 
Into Infinity. He provided effects for Glitterball (1977), Revenge 
Of The Pink Panther (1978) and The Medusa Touch (1978) before 
working on two major motion pictures back to back - Alien 
(1979) and The Empire Strikes Back (1980). Both led to Oscar 
wins for Johnson and his crew. 

Brian Johnson has gone on to become recognised as 
one of the foremost effects technicians in the film industry 
with his work on features such as Dragonslayer (1981), The 
Neverending Story (1984), Enemy Mine (1985), Aliens (1986), 
Legend (1985), Labyrinth (1986), Slipstream (1989), Dragonheart 
(1996) and Space Truckers (1997). 

In the second part of this interview, he speaks to Martin 
Gainsford and David Sisson about his post-Supermarionation 
work on The Protectors and Space:1999. 


How did you find it when 2001: A Space Odyssey was 
completed and you were back in the market place again? 

It was strange really, because for three years | had almost been in 
a sort of 2001 bubble. | had lost touch a little with the industry as 
a whole, and | think we all did actually. | never got a credit as a 


Supervisor on the film and the film 
itself actually broke MGM and so 
there | was looking for work. | wasn't 
fussed about just doing science- 
fiction simply because that was what | 
had been doing for the last eight 
years, and so | did a few war films. | 
did Mosquito Squadron with David 
McCallum from The Man From 
U.N.C.L.E., and then | did some work 
on The Italian Job out in Malta. Pat 
Moore was effects supervisor on that 
and he had these terrible 
photographs of Turin which we filmed 
against a skyline. 

| was then approached to do a 
television series with very big 
production values which was to be 
filmed all over Europe. | would be 
doing the physical effects and the 
lead actor was going to be another 
Man From U.N.C.L.E. star, Robert 
Vaughn. That series was The 
Protectors for Gerry. 


Back into the fold as it were. 

Yes, quite. | was given a Volkswagen Estate which | loaded up with 
explosives, guns and blank ammunition. Off | went to 
Copenhagen where | met up with Charlie Crichton who was one 
of the directors, and it was the first time | worked with that lovely 
man. He did Space:1999 too. | drove from Copenhagen to Austria 
in a day. Can you believe that - 750 miles? The rest of the crew and 
cast all flew and | remember that we ended up on this bit of rock 
on a bloody great mountain. We had to step from this cable car 
onto the mountainside cable car stop. There was a gap which 
actually wasn't that far across, but it was when you looked down 
and saw that it was three thousand feet down to the plains below. 
Thad to rig up some bullet hits and that sort of thing. 

It was a nice show to work on, even working with Gerry 
again. It was more than five or six years since the exploding cigar 
incident and it was all water under the bridge as far as | was 
concerned. In the interim, we had occasionally seen each other at 
various studios and waved to each other, so there were no hard 
feelings. 


Did you experience any problems driving around Europe with 
a car full of weaponry and explosives? 

Actually, | did. | was driving through an Italian border post when | 
was stopped. | had a Walther, a Smith & Wesson and about half a 
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dozen other pistols and all the rest and the Italians said, “You have 
to leave all this here.” | tried to explain but they would not let me 
take the guns, so | called the production manager in Venice to try 
to sort something out. Off | went, leaving all this stuff in a lock-up 
on the border, worrying about how we were going to manage 
without it. | couldn't believe it when | got to Venice because there 
was an almost identical box waiting for me there with a complete 
set of guns and it turned out that a Mafia guy had supplied them 
for the filming! 

The biggest problems on The Protectors were sorting out 
the arguments between Nyree Dawn Porter and Robert Vaughn 
about who should have the bigger hotel suite or the bigger 
caravan! At the end of the filming, | came down with a terrible dose 
of food poisoning and | was flown back to Britain, so somebody 
else had to drive the car and as they went back through the border 
they were waved over, the guns were put back in the car and off 
they went. All of this was probably around 1972 as | recall. 


At this time UFO was gaining a reputation around the world. 
Were you familiar with the programme? 

Yes, | was and some of the stuff that Derek was doing was 
outstanding, but | have to say that by thattime! could have done 
equally as well with the team he had. They were good guys and | 
had learnt a great deal in the five or six years since | had left Gerry 
to do 2001. | understand that Derek and Gerry had a bit of a fall 
out. | don't know what it was about and | don’t know exactly when 
it happened, but | understand that it was around that time and 
Derek moved on to do different things: the Bond films, of course, 
were on the horizon for him. So when Gerry was planning 
Space:1999, | got a phone call. It wasn'ta problem because | had 
seen Gerry on and off for a few years and, obviously, | had just 
done The Protectors. 


Were you aware of the proposed enormity of the series? 

| think | read some plot outlines maybe, and | certainly talked to 
Gerry and realised that it was going to be a big show. | told Gerry 
that | would love to head the effects unit and that | was confident 
that | could do some really nice work, but | wasn't prepared to be 
treated like | had been on Thunderbirds. Gerry said, “No 
problem. You'll be looked after and you can hand pick your own 
team of guys.” 


How did you decide on who to use? 

| wanted people who | had worked with in the past, or who | knew 
could deliver the goods. | wanted Nick Allder as director and Harry 
Oakes to light it. | wanted Terry Pearce and David Litchfield on 
camera, We set up at Bray and did some stuff that | am still very 
pleased with. Keith Wilson and | worked together on different 
ideas for Moonbase Alpha. Keith was a genius and he could do 
some wonderful things. | told him that we should think of Alpha 
like the TARDIS in Doctor Who: it didn't matter how big something 
was on the outside, if it looked good and the inside looked good 
too people didn't mind that things didn't match perfectly, and | 
think it all worked out very well in those terms. 


When you began work on Space:1999 did you make a decision 
to adopt the multiple exposure technique of effects 
photography as opposed to the Thunderbirds in-camera style 
of shooting? 

One of the first problems | came up against was the camera that 
Gerry wanted me to use. He had a 16mm Mitchell camera and told 
me to shoot the effects on that. It was three percent cheaper to 
use 16mm but | said to Gerry, “You'll be saving a few bob, but it 
will just look shit.” You can't do effects to the standard that we did 


on Space:1999 on a 16mm camera. It was ridiculous. What we did 
use were high speed, rock steady cameras which allowed us to 
multiple expose, and that was why we needed Terry and David 
because they really knew all about that kind of technique. We all 
knew that 2001-style shots were what we all wanted and the 
multiple exposure technique was really the only way to achieve it. 


How did you plan shots using this technique? 

Well, we had a grid set up in camera so that you could plot the 
course or see the course that a model had taken through the shot. 
We then had to go back and follow the path of the ship dropping 
in stars and | actually think it worked very well. What | really 
wanted to do was to rotascope in all these intense stars and 
Starfields but we didn’t have the time to do it. We had fifty or sixty 
effects shots per episode and we just had to get on and do it in 
the quickest and most economic way possible. We were given ten 
or eleven shooting days per episode, so we were churning it out 
at a rate of five or six shots a day. | wanted to do a good job and 
having learnt what | had done, | really thought that doing it Derek's 
way was slow and a little old fashioned really. | didn’t want to go 
down the old road of painted backings and so on, although there 
were times when we shot things just as we would have done on 
Stingray or Thunderbirds. 


Many of the effects shot seen in Space:1999 are reminiscent of 
those seen in the Hammer film Moon Zero Two which you also 
worked on with Nick Allder. 

Yes, although’along with a great many other technicians, | don't 
receive a credit as the effects were credited to Les Bowie. It was a 
terrible film as | recall, but some of the effects and miniatures were 
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quite nice. We had the ‘benefit’ of a director of photography who 
was particularly awkward to work with in terms of visual effects 
photography. He had these terrible photographs of the Moon from 
some satellite or something that had landed there and they were 
grossly under-exposed and everything looked green. Because the 
pictures had this green tint, he thought that the Moon was really 
green. | said to him, “Look up at the Moon you can see that it's 
bloody grey and not green,” but he wouldn't have it and we had 
to colour all this cement dust green because he insisted on it. 


What particular sequences were you responsible for in Moon 
Zero Two? 

We did the radio-controlled buggy and we had the fullsize one 
too. We were able to use them in the same shot with the big one 
driving along and passing behind an outcrop,of rocks, and then 
the model coming out the other side so that it looked like it was: 
going off milessinto the-distance. Les Bowie made-sure that the 
effects were good because that was Les, even though the film was 
pretty awful. He-was a master. The budget he had on that first 
thing | did with him, The Day The Earth Caught Fire; was only 
£17,500. That was materials, wages, models, stage space, the lot. 
He took pride in his work more than being worried about making 
money. That was what the guy was like. 


There are a number of links between Moon Zero Two and 
Space:1999, 

Yes, that's right. We had Catherine Schell in there obviously.and | 
also think some of the Moon Zero Two space suits were used in 
Space:1999 as well but | think they were repainted or something 
as | recall. 


Can you tellus a little about’the.design of the Eagles. in 
Space:1999 and artist Chris Foss's contribution to it? 

Well, Chris may have done an illustration that | believe was used 
in a promotional brochure or something, but the actual original 
design was mine. | also did the Hawk and a number of other ones. 
When it came to actually building them we often had to put them 
out to other companies or individuals because | never saw the 
sense in having my people tied up with building things when we 
could get them done reasonably by other firms. It allowed us to 
just concentrate on filming them because we were really a very 
small unit and didn’t have the time. Of course, there were times 
when we all got involved in building something or fixing something 
but mostly | was concerned in the filming and getting it done on 
time. 

My only recollection of Chris Foss was when | was asked to 
do a feature film version of the comic strip Dan Dare. | worked on 
the film for quite a while and we even went to Cannes to push it 
but it never came off. | remember Chris Foss was involved in the 
artwork for that and he was also involved with Alien too a few 
years later. 

The original design drawings for the Eagle were done by me. 
| then took on Michael Lamont, one of the famous Lamonts 
involved in art and design in the British film industry, and he drew 
it out as a plan from my sketches. It wasn't quite as long as | 
wanted so we added bits and stretched things out until it looked 
like the thing that was in the series. We had the front elevation and 
all the rest done and when it was ready to be built, | think Derek 
Lovegrove built the first one, the 44 inch Eagle, for us. We had 
three other sizes, 22 inches, 11 inches and 6 inches, and | am still 
very pleased with how it came out in the end. 


Were the foot pads meant to retract when you originally 
designed the Eagle? 


Yes, They actually fit perfectly into the space on the model but we 
decided not to do it because | thought they looked more 
interesting down and that is what matters really. | think if they had 
been seen flying in the Earth's atmosphere we might have done it, 
but they were in space where it didn't matter, so we left them down 
and it worked 


In virtually every episode, we saw an Eagle meeting an 
explosive demise of one sort or another. Did you go through a 
great deal of miniatures to achieve these spectacular crashes 
and explosions? 

Well, if we could avoid blowing up a model or damaging it too 
greatly we would, but sometimes one went up and that was that. 
Mostly we would do all sorts of things to give the impression of an 
exploding vehicle. We would cut and then insert a shot of an 
explosion using a bag of kit parts with just a few recognisable 
pieces in,there. Another time we would blow up an image of an 
Eagle using a,photo cut-out or something but sometimes we did 
have to crash or seta model on fire, but we were very careful. If an 
Eagle was fo crash on a planet or the Moon surface, we would 
cover the set with polystyrene balls and then put quite a thick layer 
of grey dust and powder on top. This meant that when the model 
came crashing downonto the surface there would be loads of 
dust kicked up and the Eagle would really look like it had 
ploughed into the Moon's surface. In reality, it was all these soft 
polystyrene balls so because the models themselves were pretty 
strong, there was generally no damage at all, but with all the dust 
being thrown up it looked quite realistic. | was really just so 
pleased that the Eagles themselves looked so good. It wasn't a 
problem to see them crashing, taking off, flying or even just 
standing on the launch pad because they just looked great no 
matter what they were doing - like Thunderbird 2 really, | suppose. 


Were you involved in a hands-on capacity as you were on 
Thunderbirds? 

Oh, yes. | did:a bit of flying and | was in there. | liked flying the 44 
inch Eagle as it looked good because of its size, but it was a 
problem at times for that very'reason. | am quite proud to say that 
even though it was so big and heavy | was able to fly it with one 
hand using a T-frame and wires and it still looked good. In the 
second series, | used it quite a bit but | guess the 22 inch was the 
easiest for us to work with. We also kept the models static and 
used the cameras to give the impression of movement by tracking 
past them, but we did that traditional wire work too. In those days, 
we just did whatever it took to make a shot work and if it meant 
using the big Eagle we did it, if it meant using a small Eagle we did 
it and if it meant actually blowing something up we did it. | have to 
say that even if it meant using some kind of dangerous chemical 
we did it too. We just wanted the effects on Space to look good. 


It could be said that you were single-handedly responsible for 
the hole in the ozone layer! 

Yes! | know what you mean with all that freon gas. We used freon 
gas to give the Eagles a realistic-looking exhaust burst and to kick 
up a little dust on the pads. We never thought about the 
consequences of the stuff - we just thought, “That looks great,” so 
we used it. We used titanium tetrachloride too to make the ships 
look like they were smoking after having exploded or burning up 
on re-entry or something, and that was dreadful stuff. 

My only real concern throughout my career has been 
harming animals. | actually remember saying to Gerry that there 
were two or three scripts in the second season of Space:1999 that 
| wouldn't touch because there were things in there that | knew 
meant animals being harmed or made to do things | didn't like the 
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Above: Brian Johnson and Nick Allder with Eagle models in front of the 
Moon model during filming of Space:1999. 


sound of, so | made a bit of a fuss. | actually refused to get 
involved in the episode of Thunderbirds with the crocodiles. | am 
not a vegetarian or anything but | just don't like the idea of animals 
being hurt to entertain people and when they started talking about 
running voltage through the poor bloody things to make them 
move | just said, “No way am | involved in this.” It was not on. It is 
so much better now, but years ago animals went through all sorts 
for the sake of a movie and | just didn't agree with it at all. | really 
would have walked if | had been involved in some of the films | 
have heard about because I'm not afraid to do that. 


Have you ever been driven to walking from a picture? 

Yes, on a movie called Universal Soldier which starred George 
Lazenby and he was why | walked. | was at odds with the director 
over this idea that he wanted to use real bullets and bullet hits 
whenever he could to make a shot look realistic and to give a 
supposed feel of authenticity to the picture. | tried to explain that it 
was just too dangerous and that real bullets don't look as 
spectacular as movie bullet hits anyway. Finally they agreed and 
we had to re-shoot some stuff because it just looked crap with 
these little bullet holes. We were out at Bisley where the firing 
ranges are, where the army and police train. | was setting up one 
target with special effects charges and Lazenby and Cy Enfield, 
the director, were drinking and doing this and that when, all of a 
sudden, Lazenby picks up a real gun with live ammunition and 
opens up on this target just a few yards away from the one we 
were rigging up. It was pretty close and Lazenby was an arse and 
drunk so he didn't really know where he was firing. Myself and the 


other effects guy just dived for cover and screamed at the tops of 
our voices for him to stop firing. When he did, | was just furious 
and stormed over to him and the director, and George Lazenby - 
bloody James Bond - saw me and the other guy and just ran off. | 
was livid and | said, “That's it. I'm off.” The whole picture was a 
disaster and | don't know if it ever actually came out at the cinema. 
They both had these ideas about doing things ‘for real’ but 
sometimes you have to forget realism in order to achieve an effect 
that looks good on screen. 


On Space:1999, how did you get the balance between realism 
and what looked good on screen? 

It was difficult, but on Space:1999 | wanted it all to look as 
authentic as we could. There had been the real Moon missions by 
then and the public were familiar with the kind of vehicles that 
were landing there so | couldn't do something like Fireball XL5 
obviously, but | still wanted to do things that made people go, 
“Cor! Look at that!” | had this thing about vehicles having a kind 
of insect look: the head or beak of the Eagle was the beginning of 
that sort of shape and then it went down into a body with legs and 
so on. | think it was very futuristic and not run-of-the-mill. | was still 
pleased that we captured a real NASA sort of look to it as well 
because the lunar landing vehicles were not unlike the beaks of 
the Eagles with those dark windows set back into the main 
structure. | was very pleased with all of the design aspects of the 
series actually, but there were other aspects that | wasn't quite so 
impressed with. 


Such as...? 
Well, honestly, the acting wasn't that great at times and the stories 
were crap weren't they? That is the unfortunate thing because it all 


looked just gorgeous. | felt that the stories lacked focus. | felt that 
something like Star Trek worked better. There was a start, a 
middle and an end. | think that was what was missing from Space. 
Star Trek had effects which looked pretty crappy really, but you 
cared about Spock and Kirk and all the rest them and if you aren't 
interested in the characters or the stories it doesn't really matter 
how good the effects or sets are. When you see these American 
shows there are hundreds of writers involved. Poor old Chris 
Penfold could only draw on about four people and that was it and 
| think in those terms we floundered. | have to say that the first 
series was much better than the second with Maya and all of that 
stuff. 


It must have been frustrating with you and your team working 
hard on effects if you felt that the live-action work was falling 
short of the mark. 

It was, but at the time we never worried that much because we 
were just concerned with getting our allocation of shots on film 
each day. You can't afford to worry about everybody else’s 
business. You have to crack on with your own. Obviously, as a 
senior member of the production team for a big show | had 
opinions and thoughts on other aspects too. | wasn't that 
impressed with the casting actually. | remember Gerry and Sylvia 
coming back from America saying how great it was that they had 
got Martin Landau and Barbara Bain. | was young and probably 
talking out of turn but | said, “Great. But they're a bit old aren't 
they?” Gerry picked up this picture and said, “Look at that. He's a 
good-looking tough kind of guy and look at her - she’s beautiful.” 
| said, “Yeah, but that's a Mission:Impossible publicity shot from 
about 10 years ago.” When they both arrived for filming, Landau 
wouldn't be photographed from one particular side and had to 


have a hair-piece and she wouldn't move her head on her 
shoulders. She moved her whole body when she turned to look at 
something or talk to somebody because she thought it made her 
neck wrinkle. It was ridiculous! | agree that she still was a fantastic 
looking lady but she wanted people to think of her as this woman 
in her early thirties as she was in Mission:Impossible and all she 
succeeded in doing was make herself seem a bit odd with this 
strange body movement. | also think it was a bit bizarre taking on 
a husband and wife team and not making them a couple in the 
series. | just didn’t think it worked. 


Given all of these problems you must have been pleased to 
have been with your own unit at Bray. 
God, yes! Absolutely. | still had to go over to Pinewood to get 
involved with some of the physical stuff being done although | did 
have Les and some of John Stears's boys handling things there. | 
have to say that | don’t really recall too many specific episodes or 
shots or even problems because we just churned them out. | 
remember Brian The Brain and a few others but | was very busy at 
that period of my career and | just kept moving from project to 
project. 

| think after Space:1999 | went straight into The Revenge Of 
The Pink Panther, The Medusa Touch with Richard Burton and 
then the real big ones like Alien, The Empire Strikes Back and 
Dragonslayer. | was involved with the first Superman too. | was 
part of a team developing a radio-controlled plane which was 
painted and dressed to look like Superman. It wasn't all that 
successful but when that film was in pre-production they were 


Below: Effects director Nick Allder and effects technician Terry Schubert 
prepare an Eagle model for a scene in Breakaway. 
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trying all sorts of things to get the flying to look right and that was 
just one option which was never actually used. They must have 
spent millions even before one frame of the actual film was shot. | 
was involved when Guy Hamilton, the Bond director, was signed 
to do it and none of us ever saw the man. He was always off 
playing golf. How can a director on a film as big as that be off 
around Europe playing bloody golf when the effects guys are 
knocking themselves out trying to create an effect which will make 
an audience believe a man can actually fly? He needed to be 
around to see rushes and to talk about things. It was no surprise 
that he left or was let go or whatever. | had never heard anything 
like it. 

Now I'm doing Dream Street which in its own way has as 
many challenges as any of the others. Its a ten minute show using 
animation techniques of one form or another but when we started 
we didn’t have the money to animate it, Bob The Builder has four 
units filming one episode over twelve days. We shoot with one unit 
and do a similar length episode in three or at most four days. We 
use radio-controlled animation as opposed to stop-motion. Our 
characters have computer-controlled mouth movements. 

I've done loads of space stuff and big action movies too but 
| watched what my kids liked as they were growing up and the 


chance to do a kind of more gentle show for really young children 
was quite a challenge for me. | loved the design and look of the 
show so it wasn't a problem for me to get involved. 


Can you tell us a little about those big movies and the rewards 
they brought you? 

Well, it kind of goes back to Space:1999 actually. We were 
working at Bray on the first season when we got a phone call from 
some Americans who were planning this space picture and were 
looking to film it over here in England. We invited them down to 
the studios and had a chat but we were really too involved in 
shooting Space to think too much about it all. They came down 
to Bray and asked how we might go about doing certain shots and 
we told them. They saw the Eagles and all the rest, liked what they 
saw and immediately offered me the chance to do the effects for 
their picture. | told them that we had just signed to do another 
series of Space:1999 but one of these guys said that they hoped 
there would be a series of movies based on this idea and would | 
like to do the second one if it all came off? | said, “Of course, | 
would love to do it,” and off they went and to be honest | didn’t 
really give it much thought after that because | had to get on with 
the job in hand which was Space. Then a picture came out by the 


name of Star Wars and it hit me that it was George Lucas and 
Gary Kurtz who had come down to see me at Bray a couple of 
years earlier! 

The big science-fiction thing happened and | got involved in 
Alien, but then | got a call from Gary Kurtz and he said, “Hi. Do 
you remember me? | came to see you a few years back about 
working on our picture but you were busy. Are you free to work on 
our next picture which is the sequel to Star Wars?" | was in a bit 
of a spot because | really wanted to do it but | was signed on for 
Alien and | knew the schedules of the two pictures would clash. 
Gary Kurtz said he would take care of it and/had a word with 20th 
Century Fox and it was agreed that | would be released from Alien 
when they needed me for The Empire Strikes Back. Originally 
Walter Hill was signed up as the director ‘of Alien’and it was 
arranged with him by Fox that | was going to jump ship towards 
the end of production to do Empire. 

The problem was that Walter left Alien.and in came Ridley 
Scott who wasn't involved in this arrangement. Months later, when 
| was really involved in Alien, all these calls came through from 
Lucasfilm and finally | had to walk away from Alien. Ridley was 
well pissed off and | don’t blame him. It was just that he took so 
long on Alien - and rightly:so because it is an amazing picture - 
that it must have.seemed to him that | was leaving him 
half way through the picture, but if it had all gone’to the 
original schedule arranged when Walter Hill was on 
board, | would have only been leaving a few weeks from 
the end of production to join the team on Empire. 

It actually wasn’t that far off the original schedule 
really, but | was annoyed myself because | didn’t want 
to leave the picture as | was loving it. It was a great film 
to work on. Nicky Allder carried on and | went off to do 
Empire and as soon as | could, | got him and the rest of 
the boys over to Elstree to work on it as well. | was back 
and forwards all the time between ILM and Elstree but it 
was worth it because the film has got some really nice 
Stuff in there. When | was in the States, | had a lovely 
house courtesy of George Lucas overlooking the bay in 
San Francisco and a Porsche and all the rest and it was 
just great. 


What was it like when the Oscars started coming? 
It is a hell of an ego thing but just amazing. We were in 
California at the time working on Empire but we went to the 
ceremony and | thought that there was no way was | coming away 
with an Oscar because | thought that the Spielberg picture 1941 
was going to get it for effects. We were actually up against Derek 
for his work on Moonraker and the first Star Trek movie was 
nominated too, but when they screened these little clips to show 
the different effects sequences, the Alien clip got this amazing 
roar from the audience. | remember the reaction when people first 
saw it in the cinema with people screaming and crawling out 
because they couldn't stand the suspense and all that, so | knew 
it was a special picture. Then they got to the announcement of the 
winner and they said, | think, “Carlo Rambaldi...” and that was it, 
my name was announced and we had won it. 

Up we went and Farrah Fawcett-Majors gave me a kiss on 
the cheek and shook my hand and | looked around and saw 5,000 
people in this magnificent auditorium and thought, “What the f*** 
am | going to say?” You get interviewed by all these radio and 
press and TV people and then you find yourself standing with all 
these film stars and big directors and stuff, and | just couldn't 
believe it! | was with a bunch of old directors like King Vidor and it 
is a total ego trip. You go out to your limo and there are people 
taking photographs of you and you're whisked off to this dinner 


} 


and | was with Jack Nicholson and all these people and | was 
gobsmacked. | was thrilled and pleased but felt we deserved it for 
all the work we had put into Alien and | was working flat out on 
Empire too so it made it all seem worthwhile | suppose. 


That wasn't your final trip to the Oscars was it? 

No, it wasn't,.| was back there the following year for The Empire 
Strikes Back. That was a big one-because we had a special 
award as the Academy felt that there were no other pictures which 
came anywhere near us that year for visual effects, so we went 
along knowing we had-got it. | was up there with Richard Edlund 
and Dennis Muren but we were just the tip of the iceberg because 
on that picture there were about 140 blokes doing effects at ILM 
and another 35 in England. You are a team member but my name 
was there to collect it and | was very pleased. 

Then | was nominated again formDragonslayer, That was a 
picture that | was personally asked to work on by Lucas and 
Spielberg. | was working om Raiders Of The Lost Ark when | was 
calledsin to see George. Steven Spielberg was sitting there too 
and he'said that their mates were doing Dragonslayer for Disney 
and asked if! would | work on itforthem. | was annoyed because 
| wanted to carry.oniwith Raiders because | could see how good 
it was going to be. I did Dragonslayer but after that | didn’t work 
for Lucasfilm again, 


You were also involved in Aliens for James Cameron. 

Yes, that's right. | was on the Oscar nomination list for that too. Jim 
Cameron called me into his office to tell me that there were four 
nominee's names allowed by the Academy and | was one of them 
but LA Effects had a clause in their contract stating that if the 
picture should be nominated for an effects Oscar that a senior 
member of the LA Effects team should have their name up there 
or there would be a massive penalty paid to them. 

Now that is fair enough but what happened when we were 
doing the film was that these people came over from the States 
saying they could do this and that but they were just not up to the 
job. They used old Navy range cameras which were rusty and it 
was just awful. They still got this bizarre credit which was 
something like ‘Certain Effects Sequences courtesy of LA Effects.’ 
| did the supervision on most of the model stuff, then all the post- 
production work and the motion-control stuff too. Jim and Gale 
Anne Hurd were feeling pretty terrible about the whole situation 
because Fox had not read the contract with LA Effects properly 
and so one of their people had to be on the list of nominees. Jim 
took it up with the Academy saying that it wasn’t fair but they 
wouldn't have it. It was a bitter pill for me but | did get the BAFTA 
which was nice. 


Coming almost full circle, is it true that Jim Cameron made the 
Aliens crew watch episodes of Thunderbirds in order to instill 
in them the kind of ideas he had for the model shots? 

Yes. He knew the kind of feel he wanted and what could be 
achieved and that was a kind of guide | suppose. | was very 
flattered by Jim because he is usually all over every aspect of his 
productions but | was out at Bourne End and he hardly ever came 
out to see me, so | guess he was pretty confident with us and 
happy with everything we were shooting for him. 

Jim is a kind of fan of all the things that | have done and | 
have to say I'm not. That's not to say that | didn't enjoy working on 
all these productions but | don’t collect stuff like | guess people 
like you do. Nonetheless, it is lovely to know that, to this day, 
people enjoy work that | did many years ago on things like 
Thunderbirds, 2001, Space:1999 and Alien and | am proud to 
have been responsible for things that still give people pleasure. @ 
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TWVel ARTIST 


Ron Turner, who died in December 1998, is probably best remembered by readers of TV21 as the artist whose 
magnificent artwork for The Daleks graced the back pages of the comic in the mid-sixties. But Ron’s creative 
talents also encompassed many comic strips based upon the various Gerry Anderson productions for annuals 
and specials published at the time. As such, this period represented a peak, but it was only one of many ina 
career spanning nearly fifty years, as long-time fan and former agent John Lawrence recalls. 


Ron Turner, born in Norwich in 
1922, grew up on a literary diet 
of H.G. Wells, Jules Verne and 
Edgar Rice Burroughs, later 
taking in a cinematic one of 
Metropolis, Things To Come 
and the serials of Flash 
Gordon. But it was the 
American pulp magazines, 
such as Amazing and 
Astounding with their lurid but 
highly imaginative covers, 
which piqued Ron’s interest 
enough for him to pick up a 
pencil and copy what he saw. It 
was in these efforts that his 
mother recognised a raw talent 
deserving encouragement and 
when Ron left school at 14, he 
found himself awaiting an 
interview for the position of 
trainee artist at Odhams art 
studios in London. On the 
strength of Ron's sketches, he 
was taken on and although 
initially he assisted other artists, 
it wasn't long before he began 
producing the odd illustration 
himself, mainly for Odhams’s 
science and technology 
weekly, Modern Wonder. This 
magazine also reprinted the 
American Flash Gordon strip by 
Alex Raymond, a top sf illustrator of the period, and Ron was 
immediately impressed with Raymond's excellent 
draughtsmanship, atmospheric detail and grasp of action and 
movement - something that was later to play an integral role in the 
development of his own style. 

In 1941, Ron's brush was forcibly replaced by a rifle when he 
was conscripted to take an active part in the war. But his artistic 
ability wasn't allowed to stay dormant for long, as he took every 
opportunity to capture the detail of battle on paper as his part in 
the war progressed. On one occasion his artistic interests 


probably saved his life, when a 
piece of flying shrapnel struck 
him and the art materials he 
was carrying in his backpack 
took the impact. Ron survived 
a number of similar close 
shaves, but it was during the 
battle for Cassino in 1944 that 
a bullet through the leg meant 
that the war was over for him, 
and he was invalided out for 
extensive convalescence back 
in England. Even there, his 
involvement with the on-going 
conflict was not over when a 
V2, landing streets away, 
rocked his home! But although 
shaken physically, mentally the 
experience strengthened his 
growing conviction that 
rocketry wasn't all science 
fiction, but the beginning of a 
future with much wider 
implications. 

After the war, Ron 
returned to Odhams to 
discover a book in preparation 
about the solar system which 
included some _ incredible 
colour plates by the American 
astronomical artist Chesley 
Bonestall. His photo-realistic 
technique of painting other- 
worldly landscapes in incredible detail were amazingly effective in 
a time before modern space probes would reveal their true 
appearance. Ron was impressed enough to study this technique 
and later, when he began producing his own sf work, it would be 
just as realistically expressed - except that instead of planetary 
landscapes, his art would feature dynamic and imaginative scenes 


Right: A page from Ron Turner's first Gerry Anderson comic strip - 
Double Trap, a four page story for the TV Century 21 Stingray Special 
(May 1965). 
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involving aliens, machines and spacecraft. 

Much of the work Ron was involved in at Odhams concerned 
diagrams, maps and colour illustrations, although some were of a 
more technical nature involving cutaways of various machines 
such as aircraft. It was this type of work that Ron found more 
enjoyable and ultimately led to a greater technical understanding, 
something else that he would later put to good use in the devising 
of his own machines and hardware. 

The year 1949 saw the advent of several small publishing 
houses, and one of these, Scion of Kensington, were ever on the 
look-out for artists who could provide covers or strips for their 
books and comics. Ron saw this as an ideal way to supplement 
his income and together with several of his colleagues began 
providing cover artwork for Scion’s crime and romance titles. The 
same year, Odhams needed a replacement on a comic strip which 
their regular artist was unable to complete and Ron was given the 
opportunity to finish it. Although unfamiliar with stripwork, he 
completed the assignment to his publisher's satisfaction, thereby 
adding another string to his artistic bow. It also gave him pause for 
thought. Scion had no line of sf books, but now that he had comic 
strip experience and with Scion accepting whatever an artist could 
provide to fill their pages, a golden opportunity presented itself. As 
a result, Ron produced and offered them a three-page sf strip 
called The Atomic Mole - a tale of a burrowing machine which took 
its crew on adventures underground battling prehistoric creatures. 
Although graphically a little crude, Ron's flair for scientific 
machinery, dynamic action sequences and cinematic 
perspectives showed a highly individual approach which would 
typify his style in years to come. Ron subsequently began to 
provide many more strips of this nature to Scion’s comicbook 
output and quickly established his talent for the sf genre. 

The breakthrough year, however, was 1950. Scion had finally 
decided to add a sf line to their output and with Ron's undoubted 
flair for the subject, there was no doubt who they wanted as their 
cover artist. The stories would be written by ‘Vargo Staten’, a 
pseudonym for sf writer John Russell Fearn, a British author 
primarily writing for American pulps, although up to this point only 
contributing crime, westerns and romance titles to Scion. The 
matching of Ron Turner with John Russell Fearn proved to be a 
winning combination, Fearn's highly charged, descriptive 
narrative filling Turner's imagination to stunning effect. In the first 
year alone, Ron produced some outstanding covers with scenes 
that were more than enough to revive the jaded spirits of a book- 
hungry public still recovering from the effects of a terrible war. 
Annihilation! showed a rocket blasting away from a cratered world 
whilst an electrical storm raged in the background. 2000 Years On 
displayed an aerial view of a futuristic city, with elevated highways 
radiating out from a central tower and aero-cars speeding by. 
Nebula X dramatically presented scientists operating an incredible 
atom-smashing machine but from an almost surreal perspective. 
Inferno again featured a spacecraft taking off, but this time an 
improvement as Ron increases the angle to take in the launching 
pit showing the blast, hurling the ship towards us. 

Ron's covers were dynamic, colourful and convincing: the 
cinematic presentation of Raymond and the realism of Bonestall 
being employed to emphasise Ron's own imaginative ideas. But 
above all, they accurately portrayed a scene from the story, unlike 
most artists of the period who went for the easy option of a generic 
cover showing simply spaceships, spacemen or monsters. Thus, 
Ron became this country's first sf cover artist and with few 
exceptions painted all of the Vargo Statten covers, plus those for 


Left and right: In the fifties and early sixties, Turner's futuristic visions 
graced the covers of Scion's Vargo Statten novels and Practical 
Mechanics magazine. 
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Scion’s later and similarly-named sf series by ‘Volsted Gridban’. 
Producing these cover assignments was an extremely enjoyable 
period of Ron's life, not to mention a well-paid one, and although 
he was still working for Odhams, his reputation as a sf cover artist 
soon began to attract the attention of many other publishers. 
Subsequently, in 1953, when his commissions began to exceed all 
he could comfortably produce, Ron decided to leave Odhams, 
find an agent and turn freelance. 

Ron's work was constantly in demand and he became the 
sole cover artist for Newnes's Tit-Bits SF Novels, but now with 
more time to fill, there were other avenues he wished to explore. 
Running parallel to him throughout this period, another artist had 
emerged who impressed Ron considerably: Frank Hampson, 
creator of Dan Dare. Hampson’s ideas of futuristic technology, his 
designs for spacecraft and machines and his ability to tell a rattling 
good story involving believable characters were qualities which 
Ron couldn't help but admire. Hampson had shown that a home- 
grown comic strip could be successful and with plenty of creative 
ideas and a ready-made audience hungry for this type of material, 
Ron was now eager to produce strips of his own. Having read and 
absorbed such a wealth of sf during his ‘apprenticeship’ on book 


Below: The crew of Fireball XL5 battle Space Commandos in The Drifting 
Coffin, a strip from the 1966 Fireball XL5 Annual. 
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covers, there was no shortage of themes and ideas from which 
Ron could develop his own stories. 

At Ron's suggestion and on the strength of his cover work, 
the 64-page Tit-Bits SF Comics series was launched with Ron 
providing stories, strips, lettering, cover and titles - everything it 
seemed apart from the back-page ads! The stories were 
particularly fast-paced and ranged from orbit-shifting planets to 
Qigantic, radio-controlled alien bugs - from adventures within the 
atom to those spanning thousands of years. One particularly 
innovative idea Ron had in these early stories was to have the 
alien characters talk to each other In their own language, with a 
bracketed translation for readers not familiar with the lingo! Some 
readers might have claimed that this was an over-indulgence 
which slowed down the action, but Ron felt that it added a degree 
of realism in much the same way that current films featuring 
European characters, for example, occasionally provide sub-titled 
sequences 

This was obviously all a labour of love for Ron, but in his 
enthusiasm he had under-estimated that the one vital factor he 
needed to achieve all this was time. In between the stripwork, Ron 
was still committed to producing covers for the novels and had 
also agreed to paint covers for Newnes's Practical Mechanics 
magazine - a scientific and technical publication featuring the 
occasional astronomical scene which, due to its larger size, 
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carried a highly lucrative rate. So although he had a mind just 
teeming with ideas, the sheer physical act of committing them to 
board with brush and ink proved too time-consuming. Ron had 
started well, but 64 pages of stripwork a month was a pace which 
couldn't be maintained and he was soon battling against the 
inevitable deadline. Although other artists were drafted in to help, 
this for Ron defeated the initial idea of producing his own comic. 
Sadly, the Tit-Bits comic series was abandoned after seven issues, 
but Ron’s enthusiasm wasn’t dampened - quite the opposite in 
fact, for it had proved he could accomplish what he had set out to 
do, time being the only negative factor. With this in mind, Ron 
decided to look around for similar, but less demanding work. 

In 1954, on the basis of the Tit-Bits work he had produced, 
Ron sought and acquired two further commissions for sf strip 
work, the first of these being Space Ace for Lone Star magazine. 
This strip had already been running for several months drawn 
quite competently by its original artist, but its publisher planned to 
abandon it when the artist decided to move on. However, when 
the dynamic enthusiasm of Ron’s work was recognised, together 
with his ability to write and letter his own stories, the publisher was 
more than willing to allow him to continue the series. Space Ace 
became Ron's favourite black and white strip, its success 
measured by its eight year run during which it spawned its own 
comic wherein readers could join the Space Ace club and receive 
code books, badges, etc., in the grand tradition. This was quite an 
achievement for a strip which started as a simple back-up, but its 
ultimate success was a testament to Ron's creative talents 

The other sf strip that Ron took on during this period was 
Rick Random - Space Detective, which he drew for Amalgamated 
Press's Super Detective Library. Like the Tit-Bits comics, these 
were 64 page adventures but unlike Tit-Bits, Ron's only 
requirement here was to produce the artwork. Nevertheless, Ron 
considered the scripts for these mini-graphic novels to be of such 


Above: International Rescue attempt to prevent an advanced neutron 
reactor from exploding in a strip story from the 1966 City Magazines 
Thunderbirds Extra. 


high quality that he very often found himself working long into the 
night to do justice to some marvellously imaginative stories written 
by, amongst others, sf author Harry Harrison. Initially, the tales 
involved murders, kidnappings and disappearances simply 
transposed to a futuristic setting. But as the series progressed the 
stories edged more towards pure sf with time travellers, 
teleportation devices and invisible aliens, whilst still involving 
mysteries to be solved. As the sf element improved, so did Ron's 
interpretation, both in design and technique. Not content with the 
traditional ‘cigar tube with fins’ variety of space craft, Ron's 
vehicles, whether flat, bulbous or globular, were always fresh and 
convincing. Weird creatures also gave him a chance to exercise 
his fertile imagination, even though in some cases the lifeforms he 
presented were a little too grotesque for this publication and had 
to be toned down. Nevertheless, the writers became more aware 
of Ron's improvisations in the nature of aliens, machines, 
spacecraft and even architectural design, and gave him the 
opportunity for some stunning, full-page frames - although not 
always essential to the plot, they allowed Ron to ‘set the scene’ 
and bring a certain degree of credibility to the tales. But this 
creativity also overlapped into artistic expression. Essentially a 
painter, but now with a great deal of strip work to contend with, 
Ron continued to ‘paint’ in black and white, reducing the amount 
of shading and cross-hatching he had previously used to a 
minimum, thereby emphasising a chiaroscuro style. This method 
of contrasting areas of start white against those of deep shadow 
was highly effective and easily achieved with a brush, and would 
typify his style for years to come. 

In the sixties, Ron's futuristic visions were replaced by 


retrospective ones for the World War II exploits of characters such 
as John Steel - Secret Agent and Scoop Donovan - War 
Cameraman. Some of his scientific and technical scenes still 
managed to surface however in covers for Practical Mechanics 
magazine, this time on a more regular basis. Although the 
magazine appealed to the home mechanic (in which category Ron 
included himself), it also featured articles on the advancement of 
science, such as satellites and space flight, and speculative 
pieces on space stations, lunar bases and hover-power on which 
Ron could let his imagination loose. On some occasions, readers 
could be forgiven for thinking that they had picked up a sf 
magazine rather than one for the amateur mechanic! But times 
were changing and when the speculative began to become reality, 
the publishers decided that photographic covers would be more 
economical than paying for an artist's impression, Ron was soon 
looking for something else. 

Although Ron had produced a great deal of black and white 
illustration, he was essentially a painter and more at home with 
colour. Subsequently, a chance meeting in 1962 with a 
commissioning editor for Craftmaster - the paint-by-numbers 
company - resulted in Ron being snapped up to provide the 
masters on which the kits would be based. Soon, busy supplying 


Below: Zero X sets off for Mars and an encounter with Rock Snakes in 
Conflict On Mars, a strip from the 1967 TV Century 21 Annual. 
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dozens of paintings on innumerable subjects at highly lucrative 
rates for the various art kits, Ron virtually disappeared from the 
publishing field, with only the occasional comic emerging to 
indicate that he was still active. With the work so profitable, it 
looked doubtful that he would ever want to return to the treadmill 
of regular comic strip work again. 

But in 1964, one series of kits painted by Ron involved four 
scenes based around Gerry Anderson’s new television series 
Thunderbirds and shortly after, Ron found himself being 
commissioned for a strip in a TV Century 27 Stingray Special. The 
work here involved two pages of colour and art editor Dennis 
Hooper, suitably impressed with the results, invited Ron to 
consider taking on The Daleks strip in TV Century 21 when out- 
going artist Richard Jennings's stint on the strip finished. Although 
it meant a return to the publishing world with its relentless 
deadlines, it was an offer Ron couldn't refuse: a sf strip, tailor- 
made to let his creativity run wild. Apart from the Daleks 
themselves, Ron had free rein to interpret everything else in his 
own distinctive style and the result was a tour-de-force of his 
prolific imagination. His ingeniously designed machines, space- 
craft and alien creatures, set against fantastic backdrops, 
combined with his clever use of colour and impressive layouts to 
stunning effect. The old idea of standard box-like frames was now 
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abandoned in favour of a more open style: panels merged and 
borders were eliminated, the subjects forming their own frames. 
The whole page became a careful construction of vari-shaped 
frames, some hardly containing their subjects at all as spacecraft 
fairly leapt out at the reader! 

The Daleks proved highly successful for Ron but when, in 
early 1967, they were finally exterminated, at least from the pages 
of 7V21, Ron became involved with more metal monsters in a strip 
entitled The Robot Builders for AP's Tiger & Hurricane. This two- 
pager, though in black and white, saw a fantastic array of robotic 


‘Above: The previously unpublished first part of Deadline To Doomsday, 
a Daleks strip illustrated by Turner in 1997. 


creatures emerge each week to wreak havoc on the world 
courtesy of some evil mastermind. Somewhat juvenile story-wise, 
the wealth of ideas nonetheless stimulated Ron's imagination to 
produce some superb artwork and without the time-consuming 
element of colour, they provided the opportunity to explore other 
artistic techniques. Before beginning a strip, each scene would be 
considered from a different viewpoint, zoomed in/out and rotated 
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in his mind's eye until the most effective or unusual angle was 
decided upon: bird's eye views, worm’s eye views, overhead 
shots and some which would appear to be from the most awkward 
and most difficult angles were all included and depicted with spot- 
on accuracy. 

But this was not to be the end of Ron's association with 
Century 21 Publications. After The Robot Builders, Ron entered 


Previous spread: Turner's colour centre spread for the Thunderbirds TV 
Century 21 Spring Extra (1967), part of a six-page strip story. 


Above: The previously unpublished second instalment of Deadline To 
Doomsday, Ron Turner's last Daleks artwork created in 1997. 


the Anderson arena proper, providing strips which eventually 
ranged from Fireball XL5 to Joe 90. Such was his enjoyment of 
this particular work that in 1968 he abandoned regular weekly 
comic strips to concentrate entirely on work for specials and 
annuals. For once, he was quite happy to draw pre-conceived 
hardware as opposed to dreaming up his own, as he felt that the 
majority of the craft in the Gerry Anderson programmes were 


incredibly well-designed. In spite of this, there was still room for 
inventive thinking. Some of the scripts provided greater scope 
than others where certain craft or machines were introduced 
purely for one story and, being totally unrelated to the TV series, 
allowed Ron more creative freedom. 

Due to this greater involvement with the series, Ron was 
invited to the Century 21 Studios in Slough to watch the making of 
the Thunderbird 6 feature film. The filming he saw involved a 
small sequence showing Thunderbird 2 swooping down over the 
countryside, and Ron was fascinated by the amount of time and 
energy devoted to this one scene. His visit was only planned for a 
few hours but he eventually stayed for the whole day - they 
couldn't get him to leave! Ron totally immersed himself in the 
Anderson strips and found that working for the various Century 21 
annuals meant that he was again free of the dreaded weekly 
deadline and therefore able to enjoy a less restrictive schedule. He 
also worked on several Joe 90 puzzle and dot-to-dot books 
during this period, all of which Ron conceived and produced 
himself. 

In 1969, Ron's last work for Century 21 coincided with the 
proposed launch of a comic to be called Whizzer & Chips from the 
newly inaugurated IPC. The comic would mainly consist of 
‘funnies’ but also featured a strip called The Space Accident which 
Ron was commissioned to produce. This was the beginning of a 
long line of juvenile strips that Ron would work on for a variety of 
similar titles published by IPC, from strips such as Wondercar, a 
multifunctional vehicle which could operate on land, sea or air, 
(undoubtedly based on Anderson's Supercar concept), to Danny 
Drew's Dialling Man, featuring a large robot able to transform into 
a variety of different machines. In between, Ron found himself 


caught up in strips with no sf elements whatsoever including war, 
football and even cartoon strips, although he tackled them all, 
putting his imagination to the test regardless of content. 

It wasn’t until 1977 that Ron was able to return to more 
mature work on a character which has remained almost as 
popular as the Anderson series: Judge Dredd in Fleetway's 
2000AD comic. With plenty of explosive action, Ron happily began 
illustrating the exploits of Mega-City One's motor-cycling 
magistrate and was responsible for several early designs, but due 
to the page length of the weekly instalments, it was necessary to 
alternate with other artists and neither Ron nor the publisher were 
entirely happy with this arrangement. Eventually, Ron was given 
another strip concerning futuristic bikers, Spinball (based on the 
film Rollerball) for Action comic. Initially, apart from a few set- 
pieces this futuristic sports strip consisted of repetitive scenes of 
bikers competing in the stadium. But when Action joined the war 
comic Battle, this opened up the series to become The Spinball 
Wars and for Ron a much more stimulating period lay ahead. With 
the players becoming guerrilla fighters under cover of their 
Spinball game activities, the strip received a complete Turner 
overhaul, from the redesigning of the players’ bikes to other 
machines and aspects of futuristic technology. The team now 
embarked on games/missions all over the world, and with a 
constantly changing locale and action-packed sub-plots, the 
stories provided Ron with more creative possibilities, capturing the 
high energy of the strip and effectively conveying the fast-paced 
tone with some dramatic action sequences. As the series 
progressed, sf themes began to creep in and Ron was soon back 


Below: A tricky manoeuvre for Joe McClaine in Check Mate, a strip from 
the 1968 Joe 90 Annual. 
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in his element. 

The eighties started reasonably well for Ron with a three- 
page colour strip called Journey To The Stars for Fleetway's new 
comic, Speed. But times were changing. With the advent of home 
computers, games-playing quickly began to replace comics as an 
interest for children and many titles began to fold, merging with 
others when circulation figures failed to hit their targets. Although 
being heralded as the new Eagle, Speed became one of the early 
casualties. Unable to accept the working methods of 2000 AD or 
the cyber-punk style it now presented, Ron found more 
satisfaction in 1981, producing WWII strips for Fleetway's 64-page 
War and Battle comics. As the comics relied mainly on reprinted 
material, Ron was able to take his time and deliver some finely 
rendered work, much of it based upon first-hand experience of 
locations and hardware. 

In 1984, Ron's sf career was resurrected by myself and a 
very good friend and colleague, Philip Harbottle, himself a long- 
time admirer of Ron's work. We were both saddened and 
disappointed that Ron's talents were not being fully exploited and 
together we created a new sf character for Ron to work on, Nick 
Hazard - Interstellar Agent. This homage to Dan Dare and Rick 
Random with its storyline based upon the work of Vargo Statten 
author John Russell Fearn (for whom Phil was also literary agent) 
inspired Ron to produce some of his best work since those early 
years, but with the general malaise affecting the comics industry 
we knew that, at least initially, the work would have to be self- 
published, A small black and white, digest-size format was chosen 
for a three-part story backed up by reprints of Ron's earlier Space 
Ace strips. This promotion of Ron's talents caught the eye of an 
independent publisher, also an admirer of his work, who offered to 
distribute it in America if Ron would provide fully-painted covers in 
order to achieve a greater circulation. One of the more modest 
aspects of Ron's work was that it was never signed and so for 
years, a vast retinue of fans were unaware of his name. With Nick 
Hazard, we ensured all that would change and Ron finally received 
international recognition for this work, and credit for the massive 
contributions he had made to the sf field in general. 

Feeling confident regarding the success of Nick Hazard, we 
decided to publish another title, SF Classics, to feature some of 
the finest sf short stories and for our first issue chose ‘Kalgan The 
Golden’ from a story by E. C. Tubb, another writer who had 
benefited from Ron's superb covers adorning his books in the 
fifties. This story, concerning a space adventurer and the quest for 
immortality, was a world away from the usual action-based yarn 
and was more cerebral than anything Ron had tackled before. In 
fact, it was a challenge to his ingenuity to produce visually 
attractive artwork whilst telling a thought-provoking story, but this 
he did with some magnificent scenes, allowing his sense of design 
and characterisation to come into play. 

With our third title, The Golden Amazon, Ron was back on 
form with another Fearn adaptation. This tale of a vicious, man- 
hating superwoman and her attempts to restore the dying sun, 
makes a tremendous story with some dynamic set-pieces, ranging 
from a battle with a monster from the depths, a fight against an 
advancing glacier and a final showdown in space to prevent the 
Earth from freezing over. With plenty of action scenes and 
imaginative sequences for Ron to exercise his fertile imagination 
on, it was his most ambitious project for us, running to a sixty page 
graphic novel. 


Left: Captain Scarlet is Lost In Time with Captain Black in a Ron Turner 
strip from the 1969 TV21 Annual. 

Above right: A new painting by Turner for the 1996 Gryphon Books 
reprint of E.C. Tubb’s first novel Saturn Patrol (1951). 


During the nineties, | had liaised with my colleague, Phil 
Harbottle, in securing Ron a commission for a series of sf 
paperback covers, this time for the U.S. based Gryphon Books. 
The American publisher, Gary Lovisi, had been encouraged by 
Phil to republish some of the works of John Russell Fearn. Ron 
had enjoyed painting the covers for this writer's novels in the 
fifties, so who better than he to produce the covers this time 
round? Beginning with the books in Fearn's Martian Quartet 
series, Ron provided some stunning covers and interior 
illustrations from ideas suggested by Phil and myself, though 
always allowing plenty of flexibility for Ron’s final interpretation. 
E.C. Tubb, like Fearn, would also have Ron's work gracing his 
reprints in the nineties, some for stories which Ron had not 
originally covered in the fifties, but also for two previously 


THE CLASSIC FIRST NOVEL OF A GREAT S.F WRITER! 


unpublished works, Pandora's Box and Temple Of Death, as well 
the cover to the last of Tubb’s Dumarest novels, The Return. 

Ron also returned briefly to draw another of his favourites, 
The Daleks, this time for Marvel's Doctor Who Magazine. It was 
after reminiscing with Ron about the original series that | was 
encouraged to contact Marvel and suggest they consider 
reprinting the whole series in one magnificent publication, with the 
offer of a new cover by Ron. They took the idea, suggesting a 
cover showing a couple of Dalek operators at a bank of monitor 
screens, each one featuring significant scenes from the original 
series. However, Ron and | had a better idea, suggesting that a 
wraparound cover, comprising all the main elements and 
characters involved in a montage scene, would work much better. 
The idea was approved and the collection published, but set Ron 


thinking as to whether a new Daleks strip might ever be likely. | 
had been particularly impressed with Ron's rendition for the cover 
and was keen on the idea of seeing a revival, but realised that any 
story would have to continue from where the original had left off 
back in 1967. The series had then finished with the Emperor Dalek 
declaring war on Earth. Therefore, the opening scene of the new 
strip would have to feature an invasion fleet, plus the intervention 
of some adversary to provide an action sequence. | decided to 
commission Ron to paint a new Dalek page, based upon a 
suitable nine-frame sequence | had prepared. | wasn't certain 
about my scripting but the resultant artwork left no doubt that, one 
way or another, it deserved to be published. A copy sent to the 
editor of Doctor Who Magazine confirmed this and impressed him 
enough to commission a script of the full story. 

At this point a complete storyline didn’t exist, but 
encouraged by the prospect of seeing the Dalek strip again, and 
with Ron's evident enthusiasm for the project, | eventually 
produced a script for a six-part story entitled Return Of The Elders 
which saw print in February 1997. Meanwhile, | was already 
scripting a sequel, Deadline To Doomsday, which seemed certain 
to be taken after such a favourable response, and Ron had 
produced the first two pages of artwork when it was decided not 
to continue the series due to new budgetary restrictions affecting 


colour artwork. To this end, Return Of The Elders remains a one- 
off, although a nice homage to the original. 

However, the work for Gryphon Books continued and Ron 
welcomed the chance to flex his artistic talents in other genres 
with commissions for several crime and fantasy covers. But Ron 
was always pleased to return to sf, particularly that of John Russell 
Fearn, whose ‘magnum opus’ was the Golden Amazon series 
stretching to 24 novels, all of which Gryphon now planned to 
publish with Ron's covers. The series started with some excellent 
work and Ron was looking forward to producing them all, but it 
wasn't to be. Only the first nine had been completed when he 
suffered a stroke, later followed by a heart attack. 

Ron's last years had been happy ones, producing the type 
of work he really enjoyed. Ironically, his sf career had now come 
full circle: the last published cover he had produced was for a 
Golden Amazon novel by John Russell Fearn, the very author 
whose work Ron's first sf covers had graced back in the fifties. 
Ron Turner was without doubt a true original, both in terms of 
imagination and style, and it is no exaggeration to say that we 
shall never see his like again. But he left behind a marvellous 
legacy in his book covers and comic strips which have certainly 
earned him his deserved reputation as a master of science fiction 
art. e 


RON TURNER - ANDERSON STRIPOGRAPHY 


TV CENTURY 21 STINGRAY EXTRA (May 1965) 
Stingray: Double Trap (b/w and colour) 
TV CENTURY 21 INTERNATIONAL EXTRA (October 1965) 
Stingray: Untitled Story (b/w) 
TV CENTURY 21 Issues 59 (February 1966) to 104 (January 1967) 
The Daleks: The Rogue Planet (four parts - colour) 
The Daleks: impasse (seven parts - colour) 
‘The Daleks: The Jerrorken Harvest (six parts - colour) 
‘The Daleks: Legacy Of Yesteryear (ten parts - colour) 
The Daleks: Shadow Of Humanity (four parts - colour) 
The Daleks; The Emissary Of Jevo (six parts - colour) 
The Daleks: Road To Contlict (nine parts - colour) 
THUNDERBIRDS EXTRA (March 1966) 
Thunderbirds: Untitled Story (b/w) 
FIREBALL XL5 ANNUAL (1966) 
Fireball XLS: The Driting Coffin (b/w) 
STINGRAY ANNUAL (1966) 
Stingray: The Collector (coloured line art) 
Stingray: The Sunken City (coloured line art) 
Stingray: Death Ray (coloured line art) 
History Of Titanica (coloured line art) 
Aquatraz Cutaway (coloured line art) 
THUNDERBIRDS ANNUAL (1966) 
Thunderbirds: The Hood’ Makes A’Strike (coloured line art) 
THUNDERBIRDS TV CENTURY 21 SPRING EXTRA (Match 1967) 
Thunderbirds: Untitled Story (b/w and colour) 
TV CENTURY 21 ANNUAL (1967) 
Zero X: Conflict On Mars (coloured line art) 
Thunderbirds: Volcano Alert (coloured line art) 
THUNDERBIRDS ANNUAL (1967) 
Thunderbirds: Bridge Of Fear (coloured \ine art) 
CAPTAIN SCARLET ANNUAL (1967) 
Captain Scarlet: Assassination Of The Director Of Economic Atairs 
(coloured line art) 
TV CENTURY 21 ANNUAL (1968) 
Captain Scarlet: Untitled Story (coloured line art) 
Zero X: Brink Of Disaster (coloured line art) 
THUNDERBIRDS ANNUAL (1968) 
Thunderbirds: Day Return From Death (coloured line art) 
Thunderbirds: Curse Of The Elastos (coloured line art) 
CAPTAIN SCARLET ANNUAL (1968) 
Captain Scarlet: Target London (coloured line art) 


JOE 90 ANNUAL (1968) 
Joe 90: Deadly Toy (coloured line art) 
; Rat Trap (coloured line art) 
ibush (coloured line art) 
loctor Fawkes (coloured line art) 
Joe 90: Check Mate (coloured line art) 
1V21 ANNUAL (1969) 
Captain Scarlet: Destroy San Francisco (coloured line art) 
Zero X: Break Out (coloured line art) 
Captain Scarlet: Lost in Time (coloured line art) 
CAPTAIN SCARLET AND THUNDERBIRDS ANNUAL (1969) 
Thunderbirds: Fire Lords (coloured line art) 
Thunderbirds: Crash Down (coloured line art) 
JOE 90 ANNUAL (1969) 
Joe 90: Break-Down (coloured line art) 
Joe 90: The Deadly Swarm (coloured line art) 
JOE 90 TOP'SECRET ANNUAL (1969) 
The Champions: Error Of Judgement (coloured line art) 
Star Trek: Untitled Story (coloured line art) 
Land Of The Giants: Untitled Story (coloured line art) 
THUNDERBIRDS ANNUAL 1972 (1971) 
‘Thunderbirds: Invisible Invader (colour) 
Thunderbirds: The Law Breakers (colour) 
COUNTDOWN ANNUAL 1973 (1972) 
Thunderbirds: The Collector (duotone) 


MISCELLANEOUS ILLUSTRATION 


‘THUNDERBIRDS 3D PAINTING SET (J. Rosenthal (Toys) Ltd - 1964) 
JOE 90 PUZZLE BOOK J2 (Century 24 Publishing - 1968) - 80 pages (b/w) 
JOE 90 DOT TO DOT BOOK J3 (Century’21 Publishing - 1968) 

- 80 pages (b/w) 


Note: The listing above refers to Ron Tumer's work related to Gerry 
Anderson film and television productions but also includes work 
commissioned by Century 21 Publications. In 1970/71, Turner returned to 
the pages of TV21 with a series of Star Trek strips, but Century 21 had 
ceased to have any involvement with the comic by this time. The listing 
details original publication only and does not include reprints in Polystyle’s 
1982 Thunderbirds Special, Marvel's Doctor Who Monthly, Doctor Who 
Classic Comics and The Dalek Chronicles, and Fleetway's The New 
Thunderbirds comic. 
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ase Control Sphere in UFO 


Lt. Joan Harrington (Antonia Ellis) and Lt. Nina Barry (Dolores Mantez) in the N 


Commander Ed Straker (Ed Bishop) at SHADO HQ in UFO - The Square Triangle 


Terry Curtis was brought up in North 
Devon and, at an early age, set his 
sights on a career in the film 
industry. In 1964, with the support 
and encouragement of his family, 
he moved to Maidenhead, close to 
many of the UK's big film studios, 
and with skill and tenacity soon 
secured a position working for 
Hammer Films with Les Bowie, a 
man renowned as ‘the father of 
British special effects’. Following 
work on Rasputin, The Mad Monk 
(1965) and Dracula - Prince of 
Darkness (1965), Curtis was offered 
a job at AP Films as a member of 
Bob Bell’s art department working 
on Thunderbirds. 

His talent for sculpting was 
soon recognised and he joined 
John Blundall’s team of puppet 
sculptors to replace the recently 
departed Wolfgang Manthey. Curtis 
soon became responsible for many 
of the most popular secondary 
characters seen in the series and 
with the transition of Thunderbirds to the big screen, he 
sculpted many of the main guest characters seen in 
Thunderbirds Are Go, including Captain Paul Travers, Greg 
Martin and the Glenn Field Controller. With John Brown, Curtis 
then went on to develop the new correctly proportioned 
puppets to be seen in Captain Scarlet And The Mysterons, and 
he was also responsible for the creation of many of the main 
characters in the series, including Captain Blue, Captain 
Ochre and Destiny Angel. 

Later, he created Joe McClaine and Professor lan 
McClaine for Joe 90, but then drifted into a different area of 
work at the studios, joining Don Fagan’s Century 21 Props 
division to construct many of the futuristic props, control 
panels, computers and instrumentation for UFO and 
Space:1999. He went on to become a floor manager at ATV, 
working on many of the company's popular entertainment 
programmes, including The Golden Shot and Crossroads. 

Returning to his roots in Devon, Terry Curtis now works 
freelance as an outside broadcast director and floor manager 
for the BBC and West Country Television. He spends much of 
his spare time restoring vintage cars and playing golf. 

In the second part of this interview, Martin Gainsford 
speaks to him about his work on UFO and Space:1999. 


THE FAB INTERVIE 


Why do you think the puppet shows 
were so popular? 

It is difficult to say really. One of the 
things | thought at the time was that 
although the programmes were made 
for kids, they didn’t talk down to kids 
and adults could enjoy them with their 
kids. There weren't = many 
programmes like that - family shows, | 
suppose. Things were either for adults 
or for kids. 

They tried to move on to a higher 
level and a more grown-up audience 
with UFO and Space:1999 and | 
personally don't think it really worked, 
Visually they were stunning, no doubt 
about it, and the stuff that Derek and 
his boys did on UFO and that Brian 
Johnson did on Space:1999 was just 
magnificent. | just felt that as a whole 
they didn't work like Thunderbirds 
and Captain Scarlet did, or even the 
older ones like Stingray. | even think 
that the Thunderbirds films were a bit 
too adult in places, especially the 
second one, Thunderbird 6. | think 
they tried to get the puppets to do too much. | think the 
Thunderbirds series got it all just right, but in terms of a series 
being the peak of our creative prowess | would have to say that it 
was Captain Scarlet that did it for me. The puppets were just 
right, the scripts were excellent, the vehicles were brilliant - it was 
just a superb looking programme. 


You were involved in the live-action series too. How did this 
come about? 

Well, | was lucky really. The guy who built all the technical stuff in 
Joe 90 - BIG RAT and all that - was a bloke called Don Fagan. | 
was there on the set with him when they were first trying Joe out 
in that chair. I'd made Joe so that's why | was there, | guess. Don 
was underneath this set of the BIG RAT and the heat under there 
with all those lights was just incredible. Well, Don wore a wig and 
he came out from under the set and his wig had fallen over to one 
side. Anyway, | was a bit of a lad | suppose and | said, “Mind 
yourself, Don, your toupee’s slipped!" He quickly adjusted it and 
gave me a thumbs up to thank me and from then on we were 
mates. When things began to change in the puppet workshop and 
the live action stuff was on the horizon, | did my usual and said to 
Don, “Gizza job,” and thankfully he said, “Alright” and | joined him 
doing Century 21 props on the later programmes. 


Above: Commander Straker (Ed Bishop) checks Foster's re-entry angle 
on a monitor in the UFO episode Conflict. 


After a spell on The Secret Service, | had some family 
commitments which came up and | had to leave and move back 
down to the West Country. | ended up running a pub for about 
eight months. | think | only had one evening off and an afternoon 
or something and it was just too much for me. | called up Don and 
asked him what he was doing and if there might be a job going. 
He told me that he was doing the computer panels and cockpits 
and stuff on a new live-action thing called UFO. If | was interested 
| could come back up and there would be a job for me, which was 
great. | designed some of the smaller bits of set and worked quite 
closely with my old mate Keith Wilson which was nice. | was 
mostly involved in the actual construction side of things but that 
was great for me. 


This must have been very different to your time in the puppet 
workshop? 

Well it was, but | really enjoyed it. | got friendly with some people 
involved with IBM computers and they would let me have stuff that 
they were slinging out and we would use it to dress the sets and 
computer panels and it all looked very realistic. All of those 
computer spools that you see in UFO in SHADO's control room 
were all old IBM bits and pieces that I'd got hold of because | knew 
they were just chucking them out. We didn't even have to pay for 
them. | was working at a place called Bourne End not from far from 
Cookham and Marlowe. When the series was in pre-production 
we all went to the studios at MGM to put it all together. We built 
and designed the things at our workshop but then installed it all 
and saw that everything worked in the studio. 


You made quite an important technical contribution to the 
production of UFO, | understand? 
That's very kind of you to put it like that but | suppose | did. In all 
of the scripts for UFO there were references to characters talking 
directly to television monitors - like when Straker was talking to 
someone on Moonbase or somewhere. Now the problem was that 
itis incredibly difficult, if not impossible, to film and clearly capture 
an image from a television screen. It goes all blurry and you see 
strobe lines going up and down. As these scenes were going to 
be a regular part of the series in every episode, something needed 
to be done to ensure that they could film these screens. That 
image had to be nice and clear because sometimes the dialogue 
between the two characters was important to the story and not just 
simple sort of “Moonbase over and out" type stuff. 

Not to be too technical, light oF @:television screen works at 
a difference pulse rate to the raté thatsa-camera can film it, so 
that's why you get those black strobe lines going up and down. | 
Put together this little gizmo like a little shutter with a ‘magic eye’ 
in it and a light. Half of it was silver and half of it was black. The 
image meant to be seen on the screen was run through a 
briefcase with the controls and the gizmo in it and then back onto 
the monitors. It changed the rate of the pulse of light to match the 
cameras so that it could be filmed. | was only responsible for the 
mechanical side really, but it was a bit of a breakthrough. The only 
other people doing something similar were some of the big 
American companies and they were building their own generators 
to make the pulses match, but ours was done through a briefcase. 
| think the light pulsed in 50 per second cycles so we could film it. 
Usually it was 48, | think, but that difference was enough to make 
the picture strobe. | was on the set a couple of times to operate it, 
but in the end | think someone else got the hang of how to use it. 


What are your thoughts on UFO as a programme? 
Well, | wasn’t that keen on it really. It looked great but | think it was 
just like a sort of Thunderbirds/Captain Scarlet combination, 
although not as good. The stories were, to me, just rehashes of 
what had been done before - you know, with this organisation 
fighting aliens with a secret base and a fleet of fantastic vehicles. 
It was Captain Scarlet with live actors in many respects. | also 
think that at times it was too adult and maybe lost the kids a little, 
but on the other hand, in those days science fiction was only really 
for kids anyway. Looking back, | suppose Gerry should have been 
admired for trying to do an adult action science fiction 
programme, but for me it never really worked. 

| think maybe if Gerry had developed the company like the 
Henson Corporation, it could still be going today. Hensons do all 
sorts of things like Farscape, but they still do Sesame Street and 
other things with Muppets in them. | think maybe Gerry and Sylvia 
could have done UFO and Space:1999 but then every few years 
made a batch of Thunderbirds or an Easter special of Captain 
Scarlet. That sort of set-up really could have worked. Sadly, it 
seems as if they thought to themselves, “At last, we don't have to 
do those puppet things anymore now we're doing the big live- 
action stuff.” But really it was the puppet shows that they were the 
best at. 

| worked with Jim and Brian Henson a few times. We did a 
thing called Mother Goose and they were terrific people. They do 
kids things but they also do things for big live-action productions 
too. | think Gerry looked upon the puppets as something he once 
did but had now moved on. When he did go back to the puppets 
with Terrahawks, | think the old team had gone their separate 
ways, and although | know Christine Glanville and some of the 
others were involved, it was a bit late to capture the magic again. 


It was like when they dropped the old style of puppets after 
Thunderbirds - maybe they wouldn't have worked for Scarlet but 
if a more light-hearted thing had been written, then the 
Thunderbirds-style characters could have still worked. 

Maybe one of the differences between Gerry and Jim 
Henson was the fact that first and foremost Gerry is a film-maker. 
Jim was a puppeteer. He could get in there and do it whereas 
Gerry couldn't. Gerry's great strengths were his ideas and his 
leadership, his ability to bring a team of people together and to 
see what people might be capable of. | mean look at Derek. The 
guy won an Oscar and he got his first real start with Gerry. The 
stuff he did on the Century 21 shows was amazing and Gerry 
could see that and supported him all the way. That is what Gerry 
is good at. 

| remember one time that some people from the Board of 
Aviation or somewhere like that came down to the studios to 
interview Gerry and Derek because they'd seen the Angel 
Interceptors. The Angels were so close to this top secret design 
that they thought we'd had some kind of spy telling Derek what 
was being done so he could copy it for the series. Of course, it 
was just Derek's skill as a designer and his lads’ abilities which 
made it all look so realistic, but it caused quite a stir at the time. 
They thought it was too close to the real thing to have been 
thought up by some special effects bloke but, of course, that is 
exactly what had happened. It was like that film Men In Black: 
these cars pulled up and these blokes with suits all came trooping 
in! That was the difference between what we were all doing on 
Thunderbirds and what was done on Scarlet. Thunderbirds was 


Above: Lt. Keith Ford (Keith Alexander) loses contact with Moonbase in 
the UFO episode The Dalotek Affair. 


The puppet made by Terry Curtis for the proposed Atlantis series 


a sort of futuristic vision of the 1960s and it looks like that today. 
Scarlet looks years ahead of Thunderbirds in every sense yet 
looks somehow believable, but it was made pretty much at the 
same time. | don't think it has dated like Thunderbirds has but 
that is, of course, part of the charm of Thunderbirds. 


After UFO, your next work for Gerry was on Space:1999. How 
was that to work on? 
| was doing similar things to what I'd done on UFO. | did computer 
panels, some cockpits again, lots of instrumentation and loads of 
flashing lights. That was it really. We had to go to Pinewood in the 
evening to fit our stuff into the sets and make sure it was all 
working properly. Sometimes if things went wrong, one of us 
would go down there to fix it, but it always pretty much worked 
alright without us being around. 

| do remember making a spaceship for the series actually. It 
may have been a large scale section of a smaller model - yes, | 
think it was maybe a wing of some sort of ship. It was clear 
perspex with white panels - I'm 
afraid | can't remember exactly. It 
was about eight feet long and 
about two feet wide. There were 
these little perspex panels on it 
and | remember | worked all 
bloody night on it to get it ready for 
filming the next day. It may have 
been a satellite or something. 
What | do remember was using 
this bloody glue to stick these 
panels on and it got me high as a 
kite, it really did. | was so worried 
about getting it finished on time 
that | was working on it really 
closely without a break and 
suddenly it hit me and | was really 
out of it! | had to go outside and 
get some air! 


When Space:1999 finished 
where did your career take you? 
| continued to work in television. | 
went up to Birmingham to work for 
ATV on The Golden Shot and 
Crossroads. When | first went up 
there, | was doing props but it 
wasn't long before | branched out 
and began to work as a floor manager. | enjoyed that and | got into 
doing outside broadcasts too and that is really what I'm still doing 
now. | do a bit of classic car restoration which | enjoy so I've been 
very lucky really. Now | freelance and do a bit for the BBC and 
West Country which is part of Carlton who, of course, now own all 
the old shows so that’s quite nice. 


Is it true that you had a concept for a Supermarionation series 
of your own? 
Yes, that's right. | still have the puppet | made as a sort of 
prototype for the series. It was an idea | had with Des Saunders. | 
was often sculpting bits and pieces and one day Des came along 
and said that he had a bit of an idea. It was about a group of 
people living in the remains of Atlantis and would | put a character 
together to show Reg, Gerry and Sylvia? | was quite taken by the 
idea and | threw in a few bits of my own until we came up with the 
basic concept for the show. 

It was a bit like Thunderbirds and a bit like Stingray really. 


This was towards the tail end of it all, | guess around 1968 when 
The Secret Service was being made. Anyway, we went to Gerry 
and Sylvia with this outline and this puppet which | was actually 
very pleased with. But the trouble was that Gerry and Sylvia were 
getting into UFO by then and just weren't interested in puppets at 
all anymore. 

| worked quite hard on the puppet, staying late and working 
lunch hours and all that to get it ready for Des to take in to them. 
| remember that | spent around two weeks just doing the hair - it 
was a blond Grecian hairstyle, brushed forward with all those 
curls. It was a very good-looking character actually. The show 
itself would have been about this family, a father, twin brothers 
(one of which | had made), a beautiful sister - you know the type 
of thing. They were telepathic and could transport themselves 
around and could harness the sea and all that. Sometimes they 
would be rescuing people trapped somewhere, other times they 
would be stopping some evil scheme. It was run-of-the-mill sort of 
stuff but it was a nice idea that used the best of the old series with 
a few new ideas. 

| was mates with Des because 
we both liked cars. All the senior 
boys were into all that. Reg Hill 
loved them and the real feller for all 
that was Barry Gray. He had a 
Lamborghini - it was lovely. Gerry 
had a Rolls Royce and | remember 
having a go at that one, but don't 
tell Gerry! 


What are the most enduring 
memories you have of your time 
with AP Films/Century 21 
Productions? 

| suppose they are the memories of 
my youth and growing up really. | 
cherish so many of those 
memories and it's lovely when | 
sometimes see one of the old 
shows and | think to myself, “I 
remember making that,” or “I 
remember when so and so was 
talking to me about that bit.” Those 
type of memories are wonderful. 
You forget about specific things 
but just generally being involved in 
that whole era was great. 

I'm still in the business now and people say how brilliant it 
must be to be in television, but it really is just a job to me after all 
these years. It doesn’t matter if you work in a bank or a film studio 
- after a while it just becomes a job. | am lucky in as much as that 
my job is probably more interesting than working in a bank, When 
people hear that | was involved in the Gerry Anderson 
programmes they get very excited. Even people in the business 
want to ask you about the puppets and the programmes, so that’s 
nice, to think you did something that people really do care about 
after all that time. 

It was good fun, the money was good and | made some 
great mates, but | got pissed off sometimes just like anybody else. 
| think for me as a sculptor, Captain Scarlet was the show which 
gave me the most pleasure, but the most rounded, best-loved of 
those shows is, without doubt, Thunderbirds. It was a kids show 
but everyone loves it no matter what age they are. | saw one a little 
while ago and it is just brilliant. I'm so pleased that | was a part of 
itall. e 
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As a tribute to ‘Professor’ Stanley Unwin, star of The Secret Service, who died in January, we are proud to 
present a very unseasonal retelling of Charles Dickens's A Christmas Carol, as rewritten by the Professor 
himself for the 1962 Christmas edition of TV Times magazine. It is recommended that this Unwin version of the 
classic story should be read, preferably aloud, with deep seriousness and sincerity. 


nd so deep joy to Charlie Dickens who wrote it, and for 
its moral. Because Ebenezer Scroogie, so meanie mo. 
and since the pass of his partner-shiwers Jacob Marley 
long since deep as a deadery doornail 
Well, as it begin and near Christmas Eve, Scroogie's clerk 
Bob Cratchit, very much underpay and work harder with one knob 
of coal in the fireplace and swing his mitteny hands to warmer. 
“Merry Christmas!” callit Bob to his master. 
“Merry Christmas bah and humbug!” shouten Scrooge. ‘All 


who wish the merry should hawvit the sprig of holly’n stuffit thro the 
heart.” 

When the carol singers gave a fine rendery of “When his lass 
was king of Stevenage” Scrooge not so much as gabe a fardle 
and snorten thro the windowm with more bar and humbug. Oh the 
sadness folly! 

Now when Scroogie arriven homeward and saw in the 
glooming all foggit’n misty, the head of Jacob Marley instead of 
the doorknocker, there was a frightfold for his open the door and 
creak and dangly! 

Scrooge, too stingy for coal-fire'n warm his toe-neighbours 
and trittly how footsteps up to bed for the warm and sleepit to try 
and forget the Marley ghosters. No soon the flickery eyelids when 
“Clanky, clanky,” and Marley stompers along the passage and 
straight through the dorm! 

“Icrum to warm, not to marm,” saidit the ghost. “For all your 
meanery stinge over the yearlodes, and a lesson for your 
changey-way. Three ghosties will vizzy and do a deep tuggery on 
your heartstrings!” Then turned and falolloped backwards thro the 
door without so much as unlockit! 

Well. All trembly fluttering, Scrooge waited. Just as sleepers 
creepily on, he heard the clock strike one and the curtain slowly 
moven on his four poster, and ghostly apparition tug on his 
nightcap tassle. “O Scroob for your past sin and lookit back 
shamefold from the morn to evil. For only in this way can you learn 
to be taught.” 

And wayback he was tooken by the spirit to the people of his 
early misdeeds - dear little Fan, his sister, and boys'n girls playing 
in the garbage. 

Also there was a Mr. Fussiwug who gave a fine ball and 
celebrail for Christmas. Oh the joy, if he could have it all over again 
and mendit. Tut, tut! But the spirit move and show him more of the 
early follies reminder, until Scrooge can standit no longer, then 
ghostevorale in a dazzly whiter than light. Gone! 

Well, Still aspen-trembled, Scrooge wait'n for the next 
Spiriting and suddenly found himself whoosh! In his own roomy 
parlour with decorated holly-O, misteltones, and all paper chains 
dangle down dilly! And there was the Ghostly Christmas Present! 
Fine green robery with trimmy fur. He said, “Mr. Scroogie, look 
upon, and do you recognise?” 

‘Ah yes,” saidit Scrooge, very heartfeel and meeky. For this 


And there was the Ghostly Christmas Present! Fine green robery with 
trimmy fur. He said, “Mr. Scroogie, look upon, and do you recognise?” 


No soon the flickery eyelids when “Clanky, clanky,” and Marley 
stompers along the passage and straight through the dorm! 


he knew was to example him and dig deep in his mouldy pokkery 
and makeit Christmas bright, and fill it up the flowm bowl and. = 
horn-a-plenty for other people's enjoym. Oh yes! 

Then he found himself transport and into the home of his 
clerky Bob Cratchit; all hard worky and only fifteen shillies pay for 
feedy fambly and clothe. O Folly! The Cratchit fambly were having 
a humble Christmassy enjoyle and there was a toast call, “Let's 
drinkit health to Mr. Scroogie” and they all raisin glasses of weaker 
currant juice. 

“Me too!” cried Tiny Tim who was Bob Cratchit's tiny son and 
not too strong. “Oh heartstrings and shamey!” thought Scrooge 
and a tear drip'n dribbly down his left cheek bowl, and the spirit 
left him and departed on a wind of willy whispers. 

Now the next ghost was called “Christmas to Come” and he 
whisked Scrooge up and forwards, to a country. grave-yarn thro 
lowing herbs and lea, and closely down to a grave stone. 

What was this? A scription: on the..stone said “Here lie 
Ebenezer Scroob who in his lifetime creedy rab...” This was too ~ 
much. Scrooge strugglit and freedom with a quick up-quake, and 
it was daylight. Oh fresh and relief and to start all over again! 

He opened the windom and asked a little boy on a trotty 
errand, “What day is it?” “Christmas Dale!" shouten the boy and 
go slidey down on the icepatch with a whole gang; all sideways, 
one foot and follop in a heap for a good laugh! 

Scrooge, so gladly released from the dreams and nightmare 
horribold that he quickly dressit, ‘n poppa handful of money in the 
pokkery for a spendy spree and give presents. 

First to the butcher's and bought a fine goose all pimplode’ 
and prepared for Bob Cratchit’s wife for a fine fambly dinner and 
Stuffit, then a Christmas puddey for after and custardy with sprintly 
brandy-flabe and set light. And finally, presents all round with a 
game of huckle my thimbold. 

Oh, the joy of all this, especially as Mr. Scrooge put up the 
wages of Mr. Cratchit to twenty-five shilly! They all gave one last 
cheer for Mr. Scrooge, founder feasty, ‘cos we all luvvim! e 
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§pace:1999 Year Two: 6 DUD Box Set 


DVD Region 2 - Carlton Video - 1200 mins 


There can only be a handful of programmes (if that) in the history 
of science-fiction television that faced such a radical change in style 
and format in the second season as that inflicted upon Space:1999 
with the arrival of new producer Fred Freiberger. In fact, only Buck 
Rogers In The 25th Century springs instantly to mind and, much as 
was the case there, the changes were largely to the detriment of a 
perfectly good show. But by a strange coincidence, the best thing to 
come out of the change in format of both series was the introduction 
of a new alien character: Thom Christopher as Hawk in Buck Rogers 
and Catherine Schell as Maya in Space:1999, both of whom were 
capable of stealing every scene in which they appeared and made 
each episode worth watching no matter what appalling mockery of the 
programme's former glory was going on around them. 

Truth to tell, though, | quite like Year Two Space. | think much of 
it is highly underrated and there's really quite a lot to like even in 
episodes as stupid as The Rules Of Luton and The Beta Cloud, both of 
which have received a lot of bad press in the past but actually contain 
some very nice character development - particularly The Beta Cloud 
which gives all the supporting cast a chance to do something more 
than just sitting around feeding lines to the series’ stars. | think that 
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Space:1999 Year Two Super Features 
The Added Extras You'll Only Find on DVD 


CGI Animated Menus 

English subtitles for Hard of Hearing 

Chapter Selection 

Cast and Crew Interviews - original promotional interviews 
with Gerry Anderson, Martin Landau, Barbara Bain, 
Catherine Schell, Keith Wilson and Fred Freiberger filmed 
during production of Year Two (29 mins) 

Brian Johnson Interview - Year Two behind the scenes 
visual effects footage narrated by Brian Johnson (14 mins) 
Year Two Trailers - four trailers to promote the start of the 
series in both the UK and the US 

Stills Gallery - 148 behind the scenes photos 

Deleted Scenes - gallery of scenes cut from the final edit of 
The Metamorph, The Exiles and The Seance Spectre with 
excerpts from the shooting scripts 

Character Biographies - Maya and Tony Verdeschi 

Year Two Novels - gallery of novelisation covers in UK and 
US editions 

Destination Moonbase Alpha Trailer 


what it comes down is that where Year One can be seen as one of 
television's very few serious attempts to present ‘hard’ science-fiction, 
Year Two is unadulterated Space Opera, the flipside of science- 
fiction’s coin (bizarrely, Buck Rogers went about it the opposite way 
round, doing the Space Opera bit in the first season and then trying to 
go the ‘hard’ science-fiction route in the second). If taken as such, the 
24 episodes that appear in Carlton's second Space:1999 DVD box set 
are really quite an enjoyable romp, pleasant, lightweight entertainment 
with one or two real jewels (The Metamorph, The AB Chrysalis, 
Catacombs Of The Moon, Dorzak) scattered amongst the rhinestones 
(All That Glisters, The Taybor, Space Warp, The Lambda Factor). 

As with Carlton's Year One set, the digital remastering on these 
episodes is not new: these are all the same transfers that were 
produced in NTSC in America six years ago for the 1998/99 BBC 
screenings. Comparing them now with the transfers on the recent 
Captain Scarlet DVDs, they could perhaps be a bit better, but they're 
quite bright and sharp nonetheless and display a much more 
Consistent picture and sound quality than the episodes in the Year One 
set. Once again, there are faults that should have been corrected 
before these transfers were authored (bad music warping in Space 
Warp and the anaemic colour in The Lambda Factor) but overall the 
quality is impressive. The main thing, of course, is that the episodes 
are complete and unedited which is a relief to those who were as 
annoyed as | was by the BBC's unbelievable hatchet job on The 
Bringers Of Wonder. At last we get to see what Maya did with her little 
stick when she turns into a Kendo warrior - and wonder where Tony's 
unconscious body disappeared to while the fight was going on! 

The presentation of the menus follows the same format as the 
Year One discs, but there are nicely subtle variations in the graphics 
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Martin Landau and Catherine Schell 


D> THE. .METAMORPH 
THE Byes 
ONE-HOMENT OF" HUMANITY. 


ALL THAT GLISTERS 


that tie-in to the Year Two episodes: the on-screen text font matches 
the font seen in the scrolling captions on the opening titles; the Scene 
Selection doors display the motit seen on the doors of Command 
Center; and the monitors on the scene selection commpost show the 
Year Two monitor motif before flicking to the moving episode 
sequences. 

There are more pleasant surprises amongst the extra features 
and once again Carlton have come up trumps. The stills galleries 
ranging across all six discs present nearly 150 behind the scenes 
photos, the vast majority of which have never been seen before. It is 
slightly disappointing that after the captions to the photos on the first 
five discs accurately describe the picture contents, it all goes a bit pear 
shaped on Volume 6: Devil's Planet is consistently referred to as The 
Devil's Planet; the ‘Young Fan’ looking through the camera lens on 
page 19 is Tony Anholt’s son Christien; the photo on page 21 shows 
Martin Landau and Barbara Bain filming the season trailers, not posing 
for a publicity photo; page 22 shows a hair and make-up test photo, 
not a publicity photo; the Moonbuggy on page 25 is on the set of Year 
One's Breakaway episode and, therefore, has no business being here 
at all; page 26 shows Fred Freiberger and Keith Wilson on the set of 
Koenig's quarters, not Command Center - OK, they're all quite minor 
errors, but the cumulative effect is annoying. 

Similarly, it is fascinating to see the four Year Two trailers with 
Catherine Schell introduced by Martin Landau as “Maya, the Wonder 
Woman of science-fiction” (and | always thought Lynda Carter held 
that title), but why does the trailer on Volume 3 have the wrong 
soundtrack (it's correct in the ad break on Fanderson's The 
Space:1999 Documentary) and why did someone feel it was 
necessary to spoil the trailer on Volume 5 by slapping a caption all 
over it to tell us that the sound quality is poor? Wouldn't it have been 


The Mark Of Archanon 


better to precede the trailer with a simple caption card rather than ruin 
the footage in this way? 

Best of all, though, are the promotional interviews and behind 
the scenes visual effects footage on Volumes 4 and 6. Much of this will 
be familiar to those who have seen The Space:1999 Documentary, 
but it's fascinating nonetheless to see the raw unedited material 
presented here. The interviews with Martin Landau and Catherine 
Schell are as interesting for what is going on in the background behind 
them as for what the actors are saying: shot on the Pinewood backlot 
during the filming of A Matter Of Balance, we can see the crew and the 
other actors blocking their moves and setting up to film scenes 
outside the Temple of Sunim. | was particularly amused by Catherine 
Schell’s suggestion that we might see Maya transform into a carrot in 
a future episode, and by Fred Freiberger’s naive belief that the ‘Mr 
Hyde’ sequence in Journey To Where was an appealing example of the 
kind of “hoo-murr’ that he was bringing to Space:1999's second 
season. In fact, if Freiberger's interview is anything to go by, Lew 
Grade was right to question why the man was available to spend a 
year in the UK producing a British television show - | mean, would any 
television executive in their right mind employ a man as head writer 
who would freely use such a word as ‘concretising’? Of course, what 
Freiberger has to say here is a bit more disjointed than it would 
originally have been as the footage is rather sloppily assembled in the 
wrong order, but it's clear enough to see that the man was as mad as 
a balloon and should never have been allowed anywhere near 
science-fiction television (and that goes for Star Trek and The Six 
Million Dollar Man too). 

Incidentally, each of these interviews has separate chapter 
Points so if you want to skip over, say, Barbara Bain and go straight to 
Catherine Schell, you can. 


Devil's Planet 


LINTEGRALE DE LA SERIE 


32 EPISODES - 9 DVD 


Une production Gerry Anderso 


Thunderbirds: ['Intégrale de la Série 
9 DUD Box Set 


DVD Region 2 - TF1 - 1625 mins 


Cing... quatre... trois... deux... un... lls sont partis! 

After their impressive Region 2 (French) six DVD box set of The 
Prisoner which put the UK box set release to shame, | was expecting 
big things of TF1's complete DVD release of Thunderbirds, although 
it would have been a tough act to top Carlton's Thunderbirds box set 
(reviewed in FAB 41) without completely remastering all 32 episodes 
again to the standard of the episodes on the Captain Scarlet set. 
Sadly, | was disappointed by this set which isn't really a patch on the 
Carlton releases, primarily through a lack of imagination and attention 
to detail in the presentation and a distinct lack of extra features. That 
said, however, the extra features do turn up one or two surprises which 
are worth a look. 

We'll come to all that in due course, and we can certainly 

separate the special features from the rest of the 

package since that is how they are presented: 
the 32 episodes appear four episodes to a 
disc on the first eight discs without a 
single extra on them, as all the extra 
features are isolated on the ninth 
disc. The whole is quite 
pleasantly packaged in a 
double digipack box which 
looks as though it was 
supposed to be following the 
corporate style insisted upon 

by Carlton for —_alll 
Thunderbirds merchandise, 
but doesn't quite, and is 
marred for fans by the 


appearance of no fewer than seven flopped photos. (Note to 
merchandisers: the sash worn by members of International Rescue 
always always always falls over the character's /eft shoulder!) 

On the discs themselves, the menu graphics are completely 
different from the Carlton discs and nowhere near as flashy. You'll 
search in vain if you hope to see a CGI Thunderbird 1. There is a CGI 
animated Thunderbirds logo on the main menu page, but it isn’t the 
correct Thunderbirds logo (the tail on the two Playbill font letter Rs 
should be cut short) and it is again surprising that this was approved 
by Carlton who are quite strict about merchandisers using the 
authorised version of the logo. Each disc is introduced with a short 
montage featuring one of the International Rescue characters: Scott 
on disc 1, Virgil on disc 2, Alan on disc 3, and so on. This is a nice idea 
in itself, but unfortunately the editor of these montages seems to:think 
that it makes the launch sequences more dynamic if the film is 
speeded up Benny Hill-style, which only brings back unhappy 
memories of the abomination that was Turbo-Charged Thunderbirds. 
Nice one: alienate the audience by making their favourite programme: 
look ridiculous every time they play the DVD and remind them of a 
deeply traumatic experience that they thought they'd finally managed 
to put behind them! 

Once you get to the episodes themselves, you'll find that the 
transfers are just the same as the ones on the Carlton set - which 
looked pretty good eighteen months ago to eyes that had become 
accustomed to the crap-awful Channel 5/PolyGram video releases, 
but which are now looking a bit ropey in comparison to the beautiful 
new Captain Scarlet and UFO transfers. On closer inspection, 
though, you might notice that Trapped In The Sky is actually Vidfilm 
International Digital's first attempt to remaster the episode, a transfer 
that was actually rejected by Carlton Video for their DVD release 
because it was too scratched and dirty. This is most noticeable on the 
establishing shot of London Airport at the start of Chapter 5, about 13 
minutes into the episode, where the picture is suddenly covered in 
hideous black vertical lines. Yuk! Which reminds me... 

Hands up anyone that remembers this comment from an 
interview that Vidfilm vice president Steve Lawrence did with CGI 


Thunderbirds: lIntégrale de la Serie Super Features 
The Added Extras You'll Only Find on DVD 


Animated Menus 

French Mono Soundtrack 

English 5.1 Surround Soundtrack with French Subtitles 
Chapter Selection 

The Making of Thunderbirds - two 1960s behind the 
scenes featurette (one colour, the other black and white) 
Gerry Anderson Interview - 1996 Mygale Films interview 
(25 mins) 

The World of Gerry Anderson - text feature introducing: 
- Supercar ITC Video trailer 

- Fireball XL5 ITC Video trailer 

- The Incredible Voyage Of Stingray trailer 

- Revenge Of The Mysterons From Mars trailer 

- The Amazing Adventure Of Joe 90 trailer 

5 Original TV Ads - Century 21 Commercials: 

4x Lyons’ Maid ice lollies, 1 x Kelloggs’ Sugar Smacks 
Kit-Kat TV Ad - 1992 Commercial produced by 

Gerry Anderson 

Merchandise Gallery - toys, model kits, books, comics, 
miscellaneous items 

Quiz - multiple choice quiz with prize bonus original 1965 
French title sequence 


, ¥ 


magazine (issue 12 December 2000) about the work his company did 
for Carlton on these episodes: “You know there was a bit of an uproar 
among the Fandersons (sic) when they first heard and saw it. | think 
they were just appalled really. They regarded it as sacrilege to do this 
restoration work." No mate, we regarded it as. sacrilege that you were 
paid a big fat wad to produce shoddy work like this transfer of Trapped 
In The Sky, which was the one we saw and complained about. Since 
the real experts down at BBC Resources have since shown (via their 
remarkable Captain Scarlet and UFO transfers) what sort of job 
Vidfilm should have been capable of doing on Thunderbirds, | think 
we can safely say that Fanderson was indeed justified in making a 
complaint about the quality of Vidfilm’s work. 

Now, where was |? Oh yes - since TF1’s releases are intended 
for viewers whose first language is French, the default 
soundtrack on the episodes is the original French 
mono soundtrack, but there is also an option 
to play the episodes with the English 5.1 
Surround soundtrack created for the 
Carlton Video DVDs. If you 
choose the latter, the picture is 
automatically overlaid with 
French subtitles which you 
can't get rid of no matter 
which button you press 
on your handset. 

Whichever 
soundtrack you 
choose, the opening 
scene of Trapped In 
The Sky is overlaid 
with a big video 
caption of the title 
both in English and 
French (Pris au Piége). 
However, there is a 
rather peculiar anomaly 
at the start of The Perils Of 
Penelope that I'm at a loss to 
explain: the UK release of this 
episode has no title caption, as 
we've come to expect from previous 
screenings and video releases, yet there 
is an English title caption on the TF1 release, 
and this caption appears to be on the film print rather 
than a video overlay like the French title caption (Lady Pénélope en 
Danger)! How did that happen? In all other respects, the transfer is 
identical to the UK release, even down to that odd freeze-frame of 
Penelope in the title sequence episode capsule which erroneously 
covers the frames of black where the monorail lights go out. 

And so we come to the extra features which are all tucked away 
on the ninth disc. Entitled ‘The Secrets of Tracy Island’, this disc is 
loosely packaged in a clear plastic wallet held in a folder pouch in the 
second digipack. It probably comes down to personal preference, but 
| don't like this arrangement and would have been much happier if the 
disc were properly fixed onto the pack like the others - it feels like a 
last-minute add-on that could easily get lost. | suppose it's convenient 
to have all the extra material collected together in this way, but there 
isn’t so much of it that it couldn't have been distributed across the 
other eight discs just as the extra features on the UK release were, 
thereby doing away with the ninth disc altogether and making the set 
cheaper. 

Some of the extras are straight duplications of those on the UK 
Set - the 1964 Parade documentary short, the Kelloggs’ Sugar Smacks 
and Lyons’ Maid ice lolly commercials - but there are several 


significant improvements: the 1965 black and white documentary 
footage from the UK set also appears here, but is some two minutes 
longer here, retaining the Sylvia Anderson interview material that was 
so scandalously edited out of the Carlton DVDs; and the collection of 
Century 21-produced Lyons’ Maid commercials is completed with the 
addition of the Lady Penelope FAB advert (Parker drives FAB 1 across 
a rickety bridge while Penelope tucks into a Lyons’ Maid FAB ice lolly) 
that was curiously absent from the Carlton discs. Another addition is 
Gerry Anderson's 1990s Kit-Kat commercial featuring Scott Tracy 
taking a break in Thunderbird 1, and there is also a 25-minute 
interview with Anderson recorded by Mygale Films in 1996. 

On the other hand, the gallery of Thunderbirds merchandise is 

a bit pathetic, concentrating mainly on merchandise produced post- 

1989, as if we're looking at the rather pitiful collection of 
someone who became interested in Thunderbirds 
when the series was relaunched in 1991 and 
has only been able to track down three 
original items from the 60s (a Marx 
Toys bagatelle, one issue of TV 
Century 21 and one issue of 
Lady Penelope). 
All this is rounded off 
by Le Quiz, which is a bit 
like the Brains’s Quiz on 
the Carlton set (indeed 
a couple of the 
questions are the 
same) but longer and 
harder. Of course, 
the 32 questions and 
answers are all in 
French which adds a 
level of difficulty to the 
proceedings unless 
French is your first 
language. However, it’s a 
lot less frustrating than 
Brains's Quiz because the 
disc is programmed to store up 
any questions you get wrong and 
ask you just those ones again when 
you get to the end - you don't have to 
start all over again without any idea of which 
questions you got wrong. As it's a multiple choice 
quiz, it doesn’t take too long to try all the possible combinations of 
any questions you can't answer (or don't understand!) and as a 
reward, the viewer is treated to the original Century 21-produced 1965 
French generic opening titles for Thunderbirds complete with 
animated French series title, Les Sentinelles de !’Air! (including 
exclamation mark) styled like the Thunderbirds logo we all know and 
love. 

Overall, then, this TF1 box set basically does what it says on the 
tin, presenting a remastered French edition of all 32 Thunderbirds 
episodes with a nice selection of extras, some of which are unique to 
this release. Perhaps it only seems a bit disappointing because | was 
expecting better from TF1, but if you can forgive the careless 
presentation of photos on the packaging and the Benny Hill launch 
sequences, this is really quite a nice DVD set for the market it was 
intended for. 

However, unless French is your first language or you've 
absolutely got to own every DVD release of the series, there isn't really 
enough here to make this a must-have purchase if you already own 
the Carlton UK set, 

Russell Weller 
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MEW SPACE:1999 NOVELS 
PUBLISHED In US 


A brand new edition of the classic Space:1999 novel Alien Seed has 
just been published in the United States by independent publisher 
Eagle One Media. Set during the series’ first season, Alien Seed was 
the very first original novel based on the series’ format and characters. 
Written by highly acclaimed (and much collected) British sf author E.C. 
Tubb, the novel tells of the unexpected arrival on the Moon of stellar 
seed pods which are planted by the Alphans. One surviving pod 
grows to maturity releasing a creature that spreads both euphoria and 
terror throughout the base. Originally published by Pocket Books in 
June 1976 (US edition), the novel was also published in the UK in both 
paperback (Futura Books, August 1976) and hardback editions (Arthur 
Baker, 1976). Reviewing the novel in his book The Tall Adventurer, 
author Philip Harbottle wrote: 

“Tubb infuses real humanity into his characters, with an 
interesting dichotomy between the Alphan men and women when the 
seed metamorphoses into a beautiful woman. The men are smitten by 
her, whilst the women are afraid and want her destroyed. The utterly 


fantastic aspects of the alien's various metamorphoses are buttressed 
by believable terrestrial analogies, and Tubb’s flowing, compulsively 
readable style carries the reader along nicely to the surprising, almost 
mystical, climax.” 

Officially licensed by Carlton International Media Ltd., Eagle One 
Media's new edition of Alien Seed features a cover illustration by 
Michelangelo Ciceroni and a new introduction by E.C. Tubb. The 
publishers have also added a map of Moonbase Alpha illustrating the 
different sections used as settings in the novel, and a diagram of an 
Eagle with specifications. The book can be purchased by mail order 
from the Eagle One Media website (www.eagleonemedia.com), or 
alternatively from Amazon (www.amazon.com - search for ‘E.C. Tubb’ 
in Books). In both cases, the book costs $5.99 (approximately £4.28) 
plus postage and packing - $3.00 within the US, $4.00 (approximately 
£2.85) to the UK and Europe. 

Another company, Powys Media, have acquired a licence to 
Publish both fiction and non-fiction Space:1999 books in the US. The 
company’s first publication, a brand new novel, Resurrection written 
by William Latham with an introduction by Johnny Byrne, will be 
Published on April 1st. The first new officially-licensed English- 
language Space:1999 novel since Michael Butterworth’s The Edge of 
the Infinite was published by Warner Books in 1977, Resurrection is set 
within Space:1999's Year One and is a sequel to one of the Year One 
episodes which has Johnny Byrne's complete approval. 

For details of price and how to order Resurrection, visit the 
Powys Media website at www.powysmedia.com. Powys Media plan to 
publish additional new Space:1999 novels in both the Year One and 
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. RESURRECTION 


An Original Novel based on the Spectacular Science Fiction Epic 
by William Latham 


FOREWORD BY JOHNNY BYRNE 


Year Two formats as well as an Official Companion to the series in 
book and CD-Rom form, and an omnibus edition of the original 
episode novelisations. The company's second new novel will be set 
between the series’ two seasons and will attempt to both bridge and 
reconcile the two very different series formats, Powys representative 
Mateo Latosa told FAB, “Our novels aim to respect the series and its 
continuity while building upon the foundation it established. Our motto 
is Space:1999 as literature. We hope the fans like them.” 


2 GUESTS CONFIRMED TO ATTEND 
“STAND BY FOR ACTION’ CONVENTION 


Plans are now well advanced on Fanderson’s next two-day Gerry 
Anderson convention, Stand By For Action, which will take place over 
the weekend of May 18th and 19th, 2002 at The Allesley Hotel in 
Allesley near Coventry. 20 guests are already confirmed to attend 
(professional and personal commitments permitting) and five of these 
will be making their first ever convention appearances. In alphabetical 
order, they are: 

GERRY ANDERSON - producer, director, scriptwriter, editor 

and series creator 

TONY ATKINS - former lead guitarist of The Spectrum, 

performers of the Captain Scarlet end titles song 

BOB BELL - art director on Fireball XL5, Stingray, Thunderbirds, 
Captain Scarlet, UFO and The Protectors and associate producer 
of Terrahawks and Dick Spanner 

ED BISHOP - the voice of Captain Scarlet's Captain Blue, 
Doppelganger's David Poulson, UFO's Commander Straker and 
The Protectors guest star 

TERRY CURTIS - Thunderbirds, Captain Scarlet and Joe 90 
puppet sculptor, and UFO and Space:1999 prop builder 
GRAYDON GOULD - the voice of Supercar's Mike Mercury 
DAVID GRAHAM - the voice of Four Feather Falls’ Grandpa Twink 
and Fernando, Supercar’s Dr. Beaker, Fireball XL5’s Professor 
Matic, Thunderbirds’ Parker, Brains and Gordon Tracy, and guest 
voices on Stingray, The Secret Service and Space Precinct 
JOHN HOUGH - The Protectors director and producer of the 
recent Mr Thunderbirds documentary 

BRIAN JOHNSON - Supercar, Fireball XL5 and Stingray visual 
effects assistant, Thunderbirds visual effects director and 
Space:1999 and The Day After Tomorrow visual effects supervisor 
DAVID LANE - Supercar, Fireball XL5, Stingray, The Protectors 
and Space:1999 editor, Thunderbirds, Captain Scarlet and UFO 
director, and Joe 90 and The Secret Service producer 
DOLORES MANTEZ - UFO's Lt. Nina Barry 


“STAND BY FOR ACTION 
MODELS & PUPPETS EnHIBITION 


Fanderson's Stand By For Action convention committee are 
hoping that the event's models, puppets, costumes and props 
exhibition will be the most extensive that the club has ever 
staged. Already, we have received confirmation of some very 
exciting items (some never before seen by the public) that will 
be displayed over the weekend, including original studio 
puppets from every Supermarionation series (Supercar 
through to The Secret Service), original costumes and props 
from UFO, Space:1999 and Space Precinct, puppets and 
animatronic heads from Terrahawks, Space Police and Space 
Precinct, and many of the remaining original vehicle models 
from a variety of Gerry Anderson programmes. 

Space is at a premium, but we are still looking for more 
pieces to display to ensure that this exhibition is the most 
exciting ever staged by the club and its members. If any 
attending members have items which they feel might be of 
interest and which fall into one of the following categories, 
Please contact me at the address below including a clear 
colour photograph of the item/items and a brief written 
description of the piece. 

STUDIO ORIGINAL: This might be a puppet, model, 
costume or piece of hardware. It need not be fully restored - 
indeed, it may be a puppet head or item of puppet wardrobe. 
If the item has been restored it must have been executed to the 
highest studio standard. 

STUDIO STANDARD REPLICA: This might be a puppet, 
model or piece of hardware which has been built using original 
techniques, moulds or materials and to studio specifications 
and standards. 

FAN BUILT PIECES: This section is for the enthusiastic 
amateur. It could be a small-scale, scratch-built item or a 
commercially available kit built to a high standard with its own 
diorama, for example. 

ARTWORK: This encompasses original studio artwork be 
it a blueprint, pre-production drawing, storyboard or 
conceptual design. This category also includes artwork used in 
TV Century 21, Countdown and Look-in magazines, Non- 
professional artwork by attendees will only be considered if of 
the very highest standard. 

Please note: All potential exhibitors, whether bringing an 
original studio piece or self-made item, must contact me prior 
to the convention as the exhibition is being carefully co- 
ordinated in advance. Any item brought unannounced, 
whatever it may be, will be refused for display. All items will be 
displayed in the appropriate areas to avoid any confusion 
(sorry, no Airfix Eagles will be displayed alongside studio 
originals no matter how well built). Should display space 
become limited, original studio items will take precedence over 
replicas and any contributors bringing such items will be 
Notified in advance of the convention to save them from 
bringing them along. 

ff you have any items that fit the criterion above and 
would like to offer them for display at the convention, please 
contact: 

Martin Gainsford, SBFA Exhibition Co-ordinator 

5 Carlton Road, Welling, Kent DA16 1QH 


YBOR'S EMPORIU 


Taybor’s Emporium listings are free of charge to all 
Fanderson members and are accepted in good faith. 
Fanderson is unable to take any responsibility for resulting 
private trade or transactions, but any members found to be 
abusing the spirit of the Emporium will be expelled from the 
club without refund. 

Members should forward Emporium listings to the 
FABMail address, including name, contact address and 
membership number. Please keep text to an absolute 
minimum and write clearly, preferably in type-written text or 
block capitals (incorrect details may be published if 
submissions are illegible). 

Please note: we cannot accept listings that refer to any 
merchandise other than Gerry Anderson-related items, or 
listings that advertise the re-sale of club merchandise 
currently available on the Fanderson Sales list. We cannot 
print members’ telephone numbers but will publish e-mail 
addresses if required. 
ES 
WANTED: 

FAB issue numbers 1, 2, 3, 4, 5, 6, 7, 10, 14, 16, 17, 21 to complete 
collection 

Fireball XL5 items - anything considered 

Photos of Gabrielle Drake as Lt. Ellis in UFO 

UFO Interceptor (damaged but complete - | have a good original 
green version which | dismantled 30 years ago and lost some bits: nose 
casting, firing mechanism, exhaust casting, missile) 

CONTACT: 

lan Lindsay, 2 Brambleberry Court, Oakwood, Derby DE21 2SZ 


WANTED: 

Space:1999 original Precision videos - 1980s 

Space:1999 books - German, Japanese 

Space:1999 autographed photo of Tony Anholt 

Any unusual Space:1999 and UFO items. 

Correspondence also required with other 1999 fans worldwide. 
CONTACT: 

Colin & Nigel Bayliss, Severn Leigh, Leighton, Welshpool, 
Powys SY21 8HH 


WANTED: 

FAB issues 1 - 8, 10, 13, 14, 16 - 26, 35, 36 

UFO Collector Cards 37 and 38 

CONTACT: 

Robert Stimpson, 1 Peareswood Road, Erith, Kent DA8 2HH 


WANTED: 

FAB issues 1 - 8, 10, 13, 14, 16 - 26, 35, 36 

CONTACT: 

Vince Steib, Jr., 2408 Dunsmuir Ave., Los Angeles, California, 
90016, USA (e-mail: VBSJR@pacbell.net) 


FOR SWAP: 

Very rare original copy of Starlog Moonbase Alpha Technical Manual. 
in perfect condition. Published in the late 1970s in it original red 
hardcover notebook. 

SWAP FOR: 

Space:1999 Year One Soundtrack CD 

CONTACT: 

Joe Kennedy, 22 Cascades Terrace, Branchburg, Nu 08876, USA 
(e-mail: joekennedy@alliantfs.com) 


FAB BACH ISSUES 


Back issues of FAB Magazine are available from Fanderson Sales. 
fan issue is not detailed here, it has sold out and is no longer available. 


FAB 9: Zienia Merton; Captain Scarlet Episode Guide (Pt 2) 
Cover: doe 90 - Arctic Adventure|Hijacked £3.50 


FAB 11: Mike Noble, TV Century 21 and Lookin artist; The Making of UFO (Pt 2); 
Martin Landau biography; Captain Scarlet Episode Guide (Pt 4). 


Cover: Space:1999 - The Metamorph/Devi's Planet £3.50 
FAB 12: Kevin Davies, Terrahawks graphics; The Making of UFO (Pt 3); 
Terrahawks Episode Guide (Pt 1). Cover: Terrahawks - Yung-Star £3.50 


FAB 15: A Tribute To Barry Gray - interview and full discography; Terrahawks 
Episode Guide (Pt 4). Cover: Stingray - Marina/Joe 90 - The Professional £3.50 


FAB 27: Ed Bishop (Pt 1); Captain Scarlet Mini-Aloums Guide; Thunderbirds 
merchandise, Cover: Captain Scarlet - Lunarville 7/The Launching £3.50 


FAB 28: Ed Bishop (Pt 2); The UFO Writers Guide (Pt 1); Captain Scarlet 
merchandise (Pt 1); Stingray Episode Guide (Pt 3). 
Cover: UFO - The Psychobombs/The Man Who Came Back £3.50 


FAB 29: Johnny Byme (Pt 1); The UFO Writers Guide (Pt 2); Captain Scarlet 
merchandise (Pt 2); Stingray Episode Guide (Pt 4) 
Cover: Space:1999 -Voyager’s Retum/Mission Of The Darians £3.50 


FAB 30: Johnny Byrne (Pt 2); Joe 90 merchandise; The Space Precinct Writers 
Guide, Cover: Space:1999 - The Metamorph/The Immunity Syndrome £3.50 


FAB 31: Captain Scarlet Special - Cast Memories; Century 21 Puppets Catalogue 
(Pt1); Captain Scarlet Press Book. Cover: Captain Scarlet - Crater 101 £3.50 


FAB 32: Robert Vaughn profile; UFO Memorabilia; Stingray Episode Guide (Pt 5). 
Cover: Lavender Castle/Space:1999 - The Rules Of Luton £3.50 


FAB 33: Christopher Penfold; Joe 90 - The Birthday complete script; Fanderson 
Members Survey Results; Stingray Episode Guide (Pt 6). 
Cover: Space:1999 - War Games/Guardian OF Pir £3.50 


FAB 34: Joe 90 Tribute issue: The Joe 90 Writers Guide; The Century 21 Puppets 
Catalogue (Pt 2); Joe 90 Episode Guide (Pt 1). 
Cover: Joe 90 - HiJackea/The Race £3.50 


FAB 37: Gabrielle Drake; Rodney Matthews; Tributes to Christine Glanville; 
Thunderbirds Script to Screen: Move - And You're Dead (Pt 1). 
Cover: Thunderbirds - Lady Penelope/Lavender Castle - The Collector £4.50 


FAB 38: Peter Gordeno; Gary Files; The Making of Space:1999 - Message From 
Moonbase Alpha; Thunderbirds Script to Screen: Move - And You're Dead (Pt 2).. 
Cover: Space:1999 - Sandra Benes/Captain Scarlet - Traitor £4.50 


FAB 39: David Lane; Tributes to Reg Hil; Thunderbirds Scriot to Screen: Move - 
And You're Dead (Pt 3); Joe 90 Episode Guide (Pt 3). 
Cover: Joe 90 - Sam Loover/Thunderbirds Are Go £4.50 


FAB 40: Ken Tumer (Pt 1); Nick Austin, Vivid Imaginations; Space Precinct 
“Demeter City” unfilmed episode script (Pt 1); Bond & Beyond Weekend report. 
Cover: Thunderbirds - Parker/Thunderbird 3 £4.50 


FAB 41: Ken Turner (Pt 2); Graydon Gould; Space Precinct "Demeter City” 
Unfilmed episode script (Pt 2); Century 21 convention photo album 
Cover; UFO - Conflict/Thunderbirds - Martian Invasion £5.00 


FAB 42: Space:1999 Special - Catherine Schell & novels author E.C. Tubb; Space 
Precinct ‘Demeter City” unflmed episode script (Pt 3). 


Cover: Space:1999 - Maya/Commander Koenig & Dr. Russell £5.00 
FAB 43: Brian Johnson (Pt 1); Terry Curtis (Pt 1); Joe 90 Episode Guide (Pt 4) 
Cover: Captain Scarlet - Captain Blue/Thunderbirds - The Mole £5.00 


Prices are inclusive of postage for members resident in the UK - 
overseas members please add £1 postage for each issue ordered. 
Please make cheques or postal orders payable to Fanderson Sales. 
Send your orders, clearly stating which issues you require, to: 
Fanderson Sales, c/o Stephen Brown, 15 Somerset Road, Erdington, 
Birmingham B23 6NQ, UK 
allowing at least 28 days for delivery. 


FRANCIS MATTHEWS - the voice of Captain Scarlet 

ZIENIA MERTON - Space:1999's Sandra Benes 

CHRISTOPHER PENFOLD - Space:1999 Script consultant 

ALAN PERRY - Stingray and Thunderbirds camera operator, and 
Captain Scarlet, Joe 90, The Secret Service and UFO director 
ARTHUR PROVIS - AP Films co-founder and lighting cameraman 
on The Adventures Of Twizzle, Torchy The Battery Boy and Four 
Feather Falls 

SHANE RIMMER - the voice of Thunderbirds’ Scott Tracy, 
Captain Scarlet, Joe 90, The Secret Service and The Protectors 
scriptwriter, UFO, The Protectors and Space:1999 guest star and 
the voice of Dick Spanner 

GITO SANTANA - UFO's resident Alien 

ALAN SHUBROOK - UFO model-maker 

MIKE TRIM - Thunderbirds, Captain Scarlet, Joe 90, The Secret 
Service and UFO visual effects designer 

MICHAEL WOLFF and KEZ WILSON, co-creators of the new 
Supercar comic-book series from Misc!MAYHEM Productions, and 
MARCUS HEARN, co-author of What Made Thunderbirds Go!, the 
new revised and expanded edition of Gerry Anderson's biography, will 
also be on hand to talk about their respective projects. 

Fanderson are currently in negotiations to screen a variety of 
rare Anderson-related productions at the convention including 
programmes that have not been seen on British television in nearly 
thirty years and others that have never been broadcast or publicly 
screened anywhere in the world! 

Proceeds from the event will be donated to Diabetes UK. 


WHERE ARE THEY OW DEPT, 


GERRY ANDERSON was recently appointed President of the Thames 
Valley and Chiltern Air Ambulance Trust. In this capacity, he gave a 
speech at a Gala Charity Dinner at the Coppid Beech Hotel, Bracknell 
on March 8th in the presence of Prince Edward and the Countess of 
Wessex... TONY ANHOLT (The Protectors’ Paul Buchet and 
Space:1999's Tony Verdeschi) made guest appearances as an 
Anchorman in Little Blue Planet and Stan Down, two episodes of the 
fourth season of Lexx. 

ED BISHOP (UFO's Commander Ed Straker) made two 
consecutive appearances in Radio 4's Afternoon Play in October 
2001. On the Sth he could be heard as Leslie in Neil Brand's The Art 
Class and then on the 8th he was Wilson in Michael McMillan’s 
Hidden History: Blood For Britain... BRIAN BLESSED (The Day 
After Tomorrow's Dr Tom Bowen) appeared as Father Christmas to 
host the seasonal nostalgia show | Love Christmas, shown on BBC2 
on December 24th, 2001. A significant segment of the show was given 
over to a discussion of Thunderbirds with contributions from GERRY 
ANDERSON, SYLVIA ANDERSON and voice artists SHANE 
RIMMER, DAVID GRAHAM and JEREMY WILKIN.. 

JOHN BLUTHAL (the voice of Fireball XL5's Commander Zero) 
was one of the contributors to Channel 4's Heroes Of Comedy 
programme about Spike Milligan, broadcast on March 2nd, just three 
days after the comedian’s death. Bluthal worked extensively with 
Milligan on his Q... (Q5 to Q9) and There's A Lot Of It About sketch 
series for BBC2 from 1969 to 1982... DAVID GRAHAM (the voice of 
Thunderbirds’ Parker and Brains) appeared as concentration camp 
Survivor Maciek in What Becomes Of The Broken Hearted, an episode 
of BBC1's Casualty shown on February 23rd... JOHN HUG 
Space:1999's Bill Fraser) could be seen as Pierre Lefeure in 
Smallpox 2002 - Silent Weapon, a one-off docu-drama charting a 
fictional bioterrorist attack on London and New York, shown on BBC2 
on February 5th... 

MARTIN LANDAU (Space:1999's Commander John Koenig) 
will next be seen as a doctor in Peggy Bruen's An Existential Affair, 


competition. All 32 digitally remastered episodes are spread 

across eight DVDs with an extra ninth disc containing special 

on page 48). 

of winning, all you have to do is 
of five Thunderbirds episodes 


provide the original English tit! 
listed by their French titles below 


a) Le Bout de la Route 

b) Perdus dans le Desert 

c) Message en Musique 

d) Vers le Soleil 

e) Un Geste et vous étes Mort 
Send your answers on a postcard (or the reverse of a sealed 
envelope) along with your name, address and Fanderson 
membership number to: 

Thunderbirds Competition, Fanderson, P.O. Box 12, 

Bradford, West Yorks BD10 OYE, United Kingdom. 
The 9 DVD set will be awarded to the first correct entry drawn at 
random after the closing date, Friday, May 31st, 2002. 


a drama feature currently in post-production. Frank Darabont's The 
Majestic (formerly known as ‘The Bijou’), in which Martin stars as 
Harry Trimble alongside Jim Carrey, premiered in the US on December 
11th, 2001 and opens in the UK on April 12th... NICHOLAS PARSONS 
(the voice of Four Feather Falls’ Tex Tucker) spoke about his working 
relationship with Kenneth Williams in BBC1’s Kenneth Williams - A 
Life On The Box shown on November 4th, 2001... DAVID QUILTER 
(Space Precinct's Sergeant Fredo) appeared in the lavish BBC1 
adaptation of Sir Arthur Conan Doyle’s dinosaur adventure The Lost 
World, screened on December 24th and 25th, 2001... 

SHANE RIMMER (the voice of Thunderbirds’ Scott Tracy) 
could be heard as Congressman Parker in the Radio 4 Afternoon 


FRAMED O1L PAINTINGS 
BY ART DIRECTOR BOB BELL 


Thunderbirds and Captain Scarlet art director Bob Bell 
has extended his invitation to Fanderson members to 
commission him to paint scenes from Thunderbirds or the 
making of the series (previously announced in FAB 41) 
include the Gerry Anderson series on which he work 
Particularly Captain Scarlet And The Mysterons and UFO. 
Bob works in oil ‘as panels, and told FAB that he is very 

stions that members might hai 
usually 14°x10" or 16"x12" with 
d by Bob and 
Delivery greed between 
istomer when the painting is completed. 

Any membt itact Bob with a commission 
should w 
blank envelope ( 
self-addressed envelo 


his reply). Please write 
Martin Gainsford, Fanderson, 5 Carlton Road, Welling, 
Kent, United Kingdom DA16 1QH 


FAB 43 COMPETITION WINnERS 
FANDERSON ANNWERSARY COMPETITION 


Last issue, to celebrate the club's 20th anniversary we invited you to identify 
the episodes of Captain Scarlet which featured four named vehicles to win 
a bumper package of Vivid Imaginations Captain Scarlet toys - the 
company’s complete launch range no less! This was a itl bit trickier than 
it might have, at first, appeared as we were actually after five correct 
answers: 

a) Point 783 (The Unitron) 

b) —Lunarvile 7 (XK3 Rocket) 

¢) Crater 101 and The Inquisition (CB29 Rocket) 

d) Expo 2068 (Seneca Supply Helicopter) 

The CB29 Rocket, of course, not only appeared in Crater 107 but also in the 
flashback footage from that episode in The Inquisition. The winner was Sue 
Curtis of Winchmore Hil, London who will receive her prize shorty 


Shane Rimmer as Kelly in Space:1999 - Space Brain 


Play: John Glen Stole My Spacesuit by Louise Ironside, broadcast 
Brogan sop es Edenh hig coney Joe Ves CAPTAIN SCARLET DUD COMPETITION 


Sick & Twisted with Wil Wheaton and Alley Mills. Directed by David We also set you the more straightforward task of identilying which episode 


Michael Latt, the film premiered in the US on October 16th, 2001. Ted of Captain Scarlet featured the line of dialogue, “Gentlemen, we're about to 
also appears as Captain O'Kelly in the thriller Panic directed by Bob obtain the best close-up shots of Mars ever taken by man,” This was in order 
Misiorowsku which seems to be going straight to DVD... CYRIL to win a complete Region 2 Captain Scarlet And The Mysterons DVD Box 
SHAPS (the voice of Supercar's Professor Popkiss) was Sam in Crime Set courtesy of Carlton Visual Entertainment. The correct answer was 


‘Shadow Of Fear and the winner was Steve Dean of Farnborough, Hants who 


Wave, the fourth installment of the Radio 4 comedy drama The 
will receive his prize shortly. 


Attractive Young Rabbi, broadcast on March 6th... 
haggatyn Seconds To are, 2 aor soernre "moe | THUNDERBIRDS AUDIOBOOKS COMPETITION 
directed by Brian Trenchard-Smith. Filmed in Queensland, Australia, 


the film is due to air on American television on May ‘st... WANDA We finally invited you to identify which episode of Thunderbirds featured the 


line of dialogue, “Your pals out there just gotta make one move to stop me 


VENTHAM (UFO's Colonel Virginia Lake) appeared in the regular role and Ill pour this litle cocktail into the river.” This was to win one of two 
of Beryl in the 13-part BBC1 children’s spy drama Oscar Charlie complete sets of the four new Thunderbirds Audiobooks courtesy of 
shown in two batches from September 26th to November 7th, 2001 Penguin Audiobooks. The correct answer was Attack Of The Alligators! and 
and from January 8th to 24th... MARY WOODVINE (Space Precinct’s the winners were Luke Barker of Thirsk, North Yorkshire and Jonathan 
Officer Took) appeared as Michelle in The Final Straw, an episode of Jago of Penzance, Comwall who will both receive their prizes shortly 


BBC1's Down To Earth broadcast on September 30th, 2001.. @ 


FREE SUPERMARIONATION CARD 


The Supermarionation Collector Card presented free with this issue 
of FAB is the fourth in a series of oversize trading cards that you will 
receive free with each issue of FAB magazine during this 
membership year. The complete set of Supermarionation Collector 
Cards features portraits of the main characters and vehicles seen in 
each of the seven Supermarionation series (from Supercar to The 
Secret Service), scenes from your favourite episodes and rare 
behind the scenes photos. 

Members who have just joined the club or renewed their 
membership with this issue will have received a Booster Pack of 12 
Collector Cards which will also be sent to every new and renewing 
member during this membership year. The remaining cards in the 
set will become available as sub-sets from Fanderson Sales, 
enabling every club member to build a complete collection of 
Supermarionation cards that will not be available anywhere else! 

If your current membership expires with this issue of FAB, you 
have been sent a renewal form to rejoin for another four issues of 
FAB. To ensure that you receive all of the free Fanderson Collector 
Cards, please return the form with your membership payment 
before the specified date as we cannot guarantee that the card 
issued with FAB 45 will still be available after the publication of that 
issue. 
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